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ABSTRACT 
 
This thesis explores how different geographical places and space shape the way cultural 
industries work.  In a departure from much of the existing literature, this study focuses on 
rurally based industries.  In particular, it seeks to identify the ways in which and the 
extent to which a rural setting shapes the workings of rurally based cultural industries.  A 
rural focus will help to broaden the intellectual knowledge base and adds to an emerging 
body of economic geography inspired study that is looking to refocus the cultural 
industries research agenda away from a pre-occupation with cities.  
The rural dimension is examined through a study of visual arts and crafts industries in 
the Stroud District, Gloucestershire, UK.  The empirical phase was steered by the notion 
of the production system and the analytical lenses of spatial organisation, relationships 
and place.  Mixed methods were used to generate qualitative and quantitative data and 
in the case of the latter, included personal network data.  The empirical phase was 
sequential, leading with an on-line questionnaire for individual practitioners, followed by a 
set of semi-structured interviews with actors from the range of processes that comprise 
the visual arts and crafts production system. 
The Stroud study challenges the notion that cultural industries are quintessentially city 
phenomena.  Of the three analytical lenses, the place dimension proved particularly 
potent for understanding the Stroud Case.  The findings show a place based community 
of practitioners and a number of art businesses, some of national repute, and an active 
cultural infrastructure - networked principally through inter-personal relationships.  A rural 
dimension was evident in terms of the scale of activity, the functioning of the local milieu 
and particular perceptions towards cultural products produced by rurally based 
practitioners.  The impact of the rural setting was not experienced uniformly but was 
contingent on the status of the practitioner and the visual arts and crafts discipline 
practised.  The analysis has practical implications for policy developers particularly at a 
local authority level. 
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 INTRODUCTION  Chapter 1
 
1.1 Introducing cultural industries  
Since the end of the 1990s, policy makers and academics have shown a 
growing interest in the group of activities referred to as cultural / creative 
industries1.  For policy makers, a key driver of such attention is the sector’s 
economic performance and its association with the post-Fordist ‘knowledge-
based’ economy.  The latest Department for Culture Media and Sport (2014) 
data estimate that creative industries account for 1 in 18 jobs in the UK, and 
5.2% of Gross Value Added (GVA)2.  Significantly, between 2008-2012, the rate 
of GVA growth for creative industries out-performed all other sectors with the 
exception of real estate and the sector’s growth is on an upward trajectory.  
Thus, it is unsurprising that policy makers and academics alike want to know 
more about the dynamics of this sector and how to ensure its continued 
development.  More than impressive economic credentials however, cultural 
industries enrich society through their symbolic and cultural outputs.  
A striking observation about the sector is its diversity in terms of scale of activity, 
economic value, numbers employed, type of end product, the journey involved in 
transforming an idea into a good or service available for consumption and the 
territorial footprint of the particular set of production and consumption processes.  
Whilst varied, the industries are indicative of a ‘modern’ economy and are bound 
together through their outputs being valued primarily for their aesthetic rather 
than utilitarian functions.  
1.2 Current understanding  
Cultural industries have attracted extensive attention from a range of academic 
disciplines including cultural studies, management and organisational studies, 
sociology and geography, and each has pursued a particular perspective.  
Focusing on economic geographers, they advocate a strong role for geography 
in striving to understand the dynamics of cultural industries (Scott, 1999a, 
2006b, Pratt, 2000).  In pursuit of this goal, geographers have given much 
attention to the tendency for cultural industries to spatially concentrate in cities,                                                         
1 The terminology and definition is contested and is discussed in detail in Chapter 2 S. 
2.2  
2 GVA measures the contribution of the sector to the national economy.  
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especially large ones (van Heur, 2010).  The dominant approach is to frame 
studies of city based specific industries in terms of clustering, which refers to the 
spatial agglomeration of industries meshed together through webs of trusting 
relationships (Bassett, Griffiths and Smith, 2002, Scott, 1999b, Banks et al, 
2000).  The dominance of clustering emanates from a conceptualisation of 
cultural industries as essentially labour intensive, collective and interrelated 
activities (Becker, 1982, Bourdieu, 1993, Sunley et al, 2008, Pratt, 2008) relying 
on networked actors frequently interacting (Brown, O'Connor and Cohen, 2000) 
to exchange traded and untraded buzz and knowledge, particularly of a tacit 
variety (Storper, 1997, Bathelt, Malmberg and Maskell, 2004, Gertler, 2003, 
Scott, 1996) for the production of cultural goods.  In addition, clustering, secures 
benefits such as access to a skilled labour market, logistical and transport 
savings and a shared infrastructure.   
Typically, research will take the form of a case study of a particular cultural 
industry sub-sector in a specific place.  The classical industries, music, 
broadcast media, film production and new media have attracted much academic 
attention.  
1.3 The research problem  
The pre-occupation with city based cultural industries gives rise to a partial 
assessment of the role of geography and one that is lacking with regards to 
‘other’ geographies (Rantisi, Leslie and Christopherson, 2006).  A developing 
body of work is attempting to address this gap through research exploring 
cultural industries in suburban (Collis, Felton and Graham, 2010, Gibson et al, 
2012), small city (Bassett, Griffiths and Smith, 2002, Waitt and Gibson, 2009) 
and rural (Gibson and Connell, 2004, Bell and Jayne, 2010, Luckman, 2012) 
settings.  The widening gaze is enabling investigation about how different types 
of geography might shape the workings of these industries (Rantisi, Leslie and 
Christopherson, 2006, Drake, 2003, Pratt, 2004a).   
Another problem appears to be an over reliance on cluster theory to explain the 
workings of cultural industries (Scott, 1999b, Brown, O'Connor and Cohen, 
2000, Caves, 2000).  It should not be assumed that the perceived benefits of 
clustering are necessarily experienced by all industry sub-sectors in the same 
way (Sunley et al, 2008, Markusen, 2006) or that all industries are motivated to 
cluster by the prospect of knowledge spillovers and other agglomeration effects.  
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Much appears contingent on the particularities of the cultural industry sub 
sector, (Sunley et al, 2008, Reimer, Pinch and Sunley, 2008), the actors 
involved (van Heur, 2009) and the complexity of the series of processes 
involved in transforming an idea into an end piece of work (Harvey, Hawkins and 
Thomas, 2012).  A fixation on the creation and production processes rather than 
a more holistic approach also appears to account for the pre-occupation with 
clustering (Pratt, 2004a, Coe and Johns, 2004).  
Framing understanding in terms of clustering tends to lead to an incomplete 
consideration of relationship and networking behaviour.  Whilst local 
relationships within agglomerations attract much attention, extra-local 
relationships are often under-explored (Coe and Johns, 2004, Turok, 2003, 
Johns, 2010).  Taking a production system approach (Pratt, 2004a, Coe and 
Johns, 2004) as rooted in the production of culture approach (Peterson, 1976) 
encourages a broader assessment of networking activities, as does 
conceptualising relationships in terms of a community of practice (Wenger, 
1998) where spatial proximity need not be a driving factor.    
Whilst the place dimension is the primary subject of some research (Drake, 
2003, Heebels and Van Aalst, 2010, Molotch, 2002)) often it appears more so in 
a subsidiary capacity and is primarily understood in relation to clustering rather 
than as an object of study in its own right.  More recently there has been a 
renewed call to take place more seriously (Harvey, Hawkins and Thomas, 
2012). 
1.4 The research study  
This study addresses geographic limitations in the economic geography 
literature, specifically, the neglect of non-metropolitan based cultural industries.  
It adds to a growing collection of work that presents a counterpoint to the 
conceptualisation of these industries as essentially urban phenomena.  In 
particular, it attempts to move forward understanding by broadening out the area 
of study to cultural industries in rural places.  It does this by pursing the following 
research question: 
In what ways and to what extent does a rural context shape the workings 
of rurally based cultural industries? 
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In the course of answering this question, and mindful of the sector’s diversity, 
this study also takes up Sunley’s et al’s (2008) invitation to explore the 
proposition that different cultural industries might have different economic 
geographies.  In turn, consideration is also given to whether specific cultural 
industries might have a predisposition for particular geographical settings.    
A focus on rurally based cultural industries is important as it makes for a more 
comprehensive appreciation of the role of geography, and this is valuable, 
maybe even essential, given the explanatory capacity attributed to geography 
for advancing understanding about cultural industries. Better awareness and 
knowledge also holds the prospect for more appropriately targeted policy (Bell 
and Jayne, 2010).  A number of scholars criticise policy makers for applying 
‘metropolitan imageries’ (van Heur, 2010 p. 190) and “regeneration fantasies for 
cities” (Waitt and Gibson, 2009 p. 1244) to small geographical settlements rather 
than engaging with local complexities.  Inadequate statistics, discussed in detail 
in Chapter 2, are helping to fuel the alleged urban centric approach and rural 
lobbyists claim, that together, these factors are contributing to the failure of 
rurally based cultural industries to secure the recognition that they deserve 
nationally and locally (Rural Cultural Forum, 2010, Arts Council England, 2005).  
1.4.1 Research approach 
The study advances an investigation of the rural dimension through an 
examination of rurally based visual arts and crafts cultural industries in the 
Stroud District, Gloucestershire.  The conceptual and analytical approach 
devised to attend to the research question involves a multi-layered and multi-
dimensional framework. The first layer involves employing the notion of the 
production system (Pratt, 2004a, Coe and Johns, 2004) and art world (Becker, 
1982) to identify all the types of people and the activities they perform to 
transform an idea for a cultural good or service into a finished piece of work 
available for consumption.  The second interrelated layer then probes how a 
rural context is implicated in the series of related processes that make up the 
production system.  The implications of the rural context are captured via the 
cultural field (Scott, 1999a, 2006b, 2010 Bourdieu, 1993,) which is elaborated 
through a multi-dimensional analysis combining spatial organisation, relationship 
and place concepts.  A decision to give equal consideration to place and 
network dimensions alongside spatial considerations is in response to the 
critique of the cluster theory coupled with the recognition of the potential for 
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valuable insights to be gained from investigating extra-local relationships as well 
as a fuller consideration of the place aspect.   
Operationalising the conceptual and analytical framework generates the need 
for both qualitative and quantitative data and together with the goal to produce 
an in-depth study of a present day phenomenon, provides the rationale for a 
mixed methods single case study.  Data for the Stroud case were obtained via a 
combination of an on-line questionnaire to visual arts and crafts practitioners 
followed by a series of semi-structured interviews with actors involved in each 
stage of the production system and supported by field engagement.  Marking a 
departure from much cultural industries research, in progressing investigation of 
the relationship aspect, this study employs aspects of social network analysis 
techniques.   
Whilst the activities of many cultural industry actors span commercial and non-
commercial spheres, this study focussed largely on commercial orientated 
activities.   
1.5 Thesis outline 
The remainder of the thesis comprises 6 chapters as introduced below:  
Chapter 2 Literature Review – this chapter comprises two parts.  In a review of 
literature concerning the geographic dimension of cultural industries, Part 1 
identifies a quantitative and qualitative gap in the literature concerning 
knowledge and understanding about rurally based cultural industries.  The 
limited literature about rural industries is reviewed and provides the impetus for 
the research question presented at the close of Part 1.  This part of the review 
also leads to the selection of place as a dimension warranting inclusion in the 
developing conceptual and analytical framework.   
After establishing cultural industries as largely a social phenomenon, Part 2 
draws on sociological concepts including the production of culture approach 
(Peterson, 1976, Crane, 1994), the art world (Becker, 1982) and the cultural field 
(Bourdieu, 1993), to steer the investigation of the processes and actors involved 
in transforming an idea into a cultural good or service available for consumption.  
To help bridge the study’s sociological and geographical dimensions, the 
chapter then introduces the notion of the creative field (Scott, 1999a, 2006b, 
2010).  The second element of Part 2, with a specific focus on visual arts and 
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crafts cultural industries and derived from the wealth of industry studies, 
identifies the characteristics and dynamics of cultural industries.  Taken 
together, Parts 1 and 2 make the case for exploring the impact of a rural setting 
on the workings of cultural industries through a multi-dimensional analysis 
combining spatial organisation, place, and network concepts. 
Chapter 3 Research Approach, Methods and Methodology – Firstly this chapter 
pulls together the concepts and theories from the literature review to construct a 
conceptual and analytical framework to guide the empirical phase and 
subsequent discussion of the findings.  Turning next to data, the need for 
qualitative and quantitative data in a real-life setting provides justification for a 
mixed methods methodology applied to a single case study.  After setting out 
the rationale, operationalization, and approach to data analysis of each of the 
methods (an on-line-questionnaire, a series of semi-structured interviews and 
ongoing field engagement), the chapter concludes by reflecting on the 
effectiveness of the mixed methods approach.  A notable feature of the on-line 
questionnaire is its use as a means to collect quantitative social network data.  
Chapter 4: Stroud District Case Study and its Visual Arts and Crafts Cultural 
Industries - Chapter 4 is the first of three chapters to present and discuss the 
empirical findings.  Part 1 locates the Stroud District geographically, historically, 
socially and economically and provides valuable context for the analysis and 
interpretation of findings in subsequent chapters.  Part 1 also contributes to the 
investigation of Stroud’s creative milieu.  Part 2 profiles the main actor groups 
(individual arts and crafts practitioners, art businesses, arts and crafts 
organisations, education and training providers, exhibition and retail, and 
supporting businesses) and draws attention to their contributions to the sector 
and identifies the nature and extent of connectivity between actors and their 
activities.  This first findings chapter begins the process of identifying working 
practices and in doing so reveals differences related to the status of the actor 
and their particular visual art or craft practice. 
Chapter 5: Accounting for the Workings of the Visual Arts and Crafts Industries 
in the Stroud District – Split into two parts, Part 1 employs the concept of the 
production system to describe and analyse the routine activities and practices 
that the actor groups engage in to produce and make available cultural goods.  
An analysis of the production system in terms of structure, territoriality and 
governance shows that, compared to say music production or film making, the 
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production system is relatively simple comprising a limited number of processes: 
finance, content creation, production, some post production and exchange.  
Variation contingent on the status of the actor and the creative medium is a 
continuing feature of the findings.  Part 2 employs the analytical lenses of spatial 
organisation, relationships and place to probe the ways in which and the extent 
to which a rural setting is implicated in the working practices associated with the 
processes of content origination, production, and exchange.   
Chapter 6: Discussion – This chapter integrates and discusses the findings and 
analysis from Chapters 4 and 5 drawing on the conceptual framework presented 
in Chapter 3.  The Stroud case is analysed in terms of Scott’s (1999a, 2006b, 
2010) notion of the creative field and this suggests that rural places can 
encompass many of the conditions most readily associated with cities as sites 
for cultural industries sectors.  Moving on, the chapter next discusses 
particularities specific to the rural setting, in the context of the claim, that 
different types of geographic space might shape the workings differently.  
Switching from geographical setting to cultural industry, the chapter considers 
similarities and differences between visual arts and crafts cultural industries and 
the sector generally.  This analysis helps in assessing the extent to which the 
observed working practices are attributable to the rural location and the extent to 
which they are attributable to the specific cultural industry sub-sector.  The 
chapter closes by reflecting on the contribution that the Stroud case makes to 
moving forward understanding of cultural industries from an economic 
geography perspective.  
Chapter 7 Conclusions – Organised into empirical, theoretical and conceptual 
issues, and methodology, this chapter reviews how far the study has addressed 
the research gaps and limitations identified in the literature review.  It then 
identifies the policy implications arising from the study and proposes a set of 
recommendations addressed to Stroud District Council, a partner and recipient 
of the study.  Next the chapter critically reviews the research approach and 
methods and considers what learning can be transferred to subsequent study. 
Building on the research analysis, developing ideas and study limitations, the 
penultimate section makes suggestions for future study.  The chapter ends by 
summarising the study’s contribution to knowledge.  
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  LITERATURE REVIEW  Chapter 2
 
2.1 Introduction   
The role of this chapter is to locate the overall research aim within the literature 
concerning cultural industries, to operationalize the research aim into a research 
question, and to create a conceptual framework to guide the empirical phase of 
the research and assist with the interpretation and discussion of the findings.  In 
the process, this chapter engages with a number of debates including: the 
definition of cultural industries, the geography of cultural industries and in 
particular, the idea that different types of geographic spaces and places might 
mediate the workings of cultural industries differently, and the contribution of 
place, spatial and sociological perspectives for advancing understanding about 
the workings of cultural industries.   
The chapter is structured in two parts.  Part 1 begins by delving into the 
contested notion of cultural industries.  Attention then turns to the geographical 
distribution of cultural industries, culminating with a focus on rurally based 
cultural industries.  That leads to a discussion of the significance of place in the 
workings of cultural industries and the identification of a number of concepts that 
will help advance understanding of this dimension.  Part 1 concludes with a 
statement of the research question.  Part 2 elaborates upon sociological and 
geographical perspectives and concepts identified during a review of the 
literature as being relevant and having the potential to help advance 
understanding about how a rural setting mediates the working practices of 
rurally based cultural industries.  In part, this is achieved by reviewing the 
literature concerning the characteristics of cultural industries and particularly 
visual arts and crafts cultural industries.  Chapter 3 synthesises the concepts 
introduced as pertinent to the study in Parts 1 and 2, into an analytical 
framework to address the study’s research question.   
 
Part 1:  Defining and locating cultural industries  
Focussing on the geography of cultural industries, Part 1 begins by engaging 
with the on-going debate over the definition, meaning and measurement of the 
sector referred to as ‘cultural industries’ and, or ‘creative industries’.  En route, 
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this part of the literature review introduces the challenges associated with 
research into a sector that comprises a number of sub-sectors that consist of a 
diverse range of activities and processes and where the pace of change is fast 
moving (Pratt and Jeffcutt, 2009).  Attention then turns to the geographical 
distribution of cultural industries, starting with a focus on the dominant city based 
script, before moving to review what the literature reveals about rurally based 
cultural industries, particularly visual arts and crafts industries.  The review leads 
onto a discussion about the significance of place for understanding the 
dynamics of cultural industries, and in the process establishes a number of 
pertinent place related concepts. 
2.2 Issues of definition  
For more than a decade, economic geographers have engaged in a lively 
debate about how to define, label and measure the group of activities that are 
variously referred to as ‘cultural industries’ (O’Connor, 2000, Pratt, 2005, 
Hesmondhalgh, 2007)  and or ‘creative industries’ (Cunningham, 2002, Flew, 
2002).  These industries exhibit considerable diversity in terms of the nature of 
their cultural output, organisation; market; associated risk; relationship to public 
funding, and use of technology.  A review of this literature, which at times is 
exasperating owing to the plethora of interpretations, is necessary in order to 
explain the decision to employ the term ‘cultural industries’ in the work that 
follows and to locate visual arts and crafts activities within this broader 
discourse.  Temporal, political and conceptual aspects are evident in the linked 
terminology and definition debate.   
Until the mid-1990s the popular term used to categorise activities such as 
television and film making, music production, book and magazine publishing, 
was ‘cultural industries’; a variant of a term introduced by critical theorists 
Theodor Adorno and Max Horkheimer (1977).  They coined the phrase in the 
1940s to demonstrate their concern with the rise of industrially produced 
commercial entertainment in the form of broadcasting, film, publishing and 
recorded music and the risk they posed to ‘culture’ and the appreciation of the 
high arts.  Towards the end of the century the term ‘creative industries’ was 
introduced by academics in Australia and popularised by the incoming 1997 UK 
Labour Government, this became the umbrella term adopted by many 
international policy makers and some academics alike, to refer to a similar and 
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at times expanded group of activities.  The notion continues to have policy and 
academic purchase.  
At a policy level, adoption of ‘creative industries’ rhetoric in a UK context is 
viewed by many academics as a political rebranding exercise (O’Connor, 2000, 
Hesmondhalgh, 2005, Hesmondhalgh and Pratt, 2005, Jayne, 2005, Oakley, 
2004b).  The 1997 Labour Government was keen to appear centrist and 
dissociate itself from ‘Old Labour’ metropolitan councils that had supported 
cultural industries as an instrument for urban regeneration in the face of 
manufacturing decline.  Furthermore, it wanted to distance itself from the elitism 
associated with “culture” and to promote a more entrepreneurial, commercial 
and democratic approach to the sector (Pratt, 2008, Jayne, 2005, O’Connor, 
2004, Galloway and Dunlop, 2007).  Breaking with the past was also important 
when the rhetoric for the future was about promoting the UK as a ‘knowledge 
economy’ - an economy driven by ideas, creativity and innovation (Garnham, 
2005).  A more generous interpretation was that the government wanted to bring 
unity to an otherwise fragmented group of activities.  
In the academic arena, the term ‘creative industries’ is widely employed; for 
some, on the grounds of pragmatism given its common usage in policy circles 
(Drake, 2003) and for others, rooted in strong conceptual conviction 
(Cunningham, 2002, Flew, 2002).  For Cunningham (2002), the term signifies an 
enlarged group of sub-sectors beyond those that are often referred to as the 
‘classical cultural industries’ (broadcast media, film, publishing, recorded music, 
design, architecture, new media (O’Connor, 2000)).  It encompasses industries 
characterised as relying on digital technology, producing products that are less 
national and more global and local/regional in nature, that organisationally tend 
towards micro or small to medium sized businesses and that are increasingly 
providing creative inputs, particularly in the form of digital content, to other 
industries beyond the creative industries sector.  Such creative industries are 
closely aligned to the notions of the ‘knowledge economy’ and the ‘new 
economy’ (Cunningham, 2002). 
Academics (Pratt, 2005, Hesmondhalgh, 2007, Scott, 2001) referring to ‘cultural 
industries’ tend to characterise them as industries that make cultural outputs 
whose primary role is to relay ideas, to influence understanding of the world and 
to serve an expressive function for the consumer.  Admittedly, cultural products 
can have a utilitarian function just as ‘non – cultural products’ can have a strong 
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aesthetic component.  To capture this variation some academics (Drake, 2003, 
Scott, 2010) refer to a continuum with purely symbolic goods and services at 
one end and purely utilitarian at the other.  Visual arts and crafts, music 
production amongst others, sit towards the purely symbolic end.  
Going forward, this thesis principally employs the notion of ‘cultural industries’.  
‘Creativity’ is not, as Oakley (2009) points out, a synonym for ‘culture’ and thus 
reference to one term rather the other is significant and requires an explanation.  
‘Cultural industries’ discourse emphasises the ability of cultural goods to 
influence understanding through the transmission of symbolic and aesthetic 
content and the importance attached to these aspects appears to capture the 
essence of visual arts and crafts activities.  Of course, creativity is involved in 
the production of cultural goods but referring to cultural goods implies more than 
creativity alone.  The ‘cultural industries’ conceptualisation recognises more fully 
the value of activities for themselves, an aspect that risks dilution when such 
activities are conceived more so as inputs to other industries and as drivers of 
the knowledge economy more generally, as with the ‘creative industries’ 
discourse (Oakley, 2009)3.  Furthermore, there is a tendency to associate 
‘creative industries’ with individual creativity, as per the widely referred to 
Department for Culture Media and Sport (DCMS) definition discussed below 
(Oakley, 2004b).  Academics choosing the ‘cultural industries’ terminology, on 
the contrary, stress the collective and social nature of the ‘production of culture’, 
a conceptualisation of cultural production that is employed in this study and 
discussed at length in Part 2 of this chapter.   
To compound the debate, both terms are the subject of multiple interpretations.  
To illustrate, the commonly referred to DCMS, definition of a ‘creative industry’ 
emphasises individual creativity and financial potential arising from intellectual 
property.  In contrast, Bilton and Leary (2002), for example, refer to ‘creative 
industries’ as producers of symbolic goods, by which they mean – ideas, 
experiences and images – with the value of the good largely determined by the 
consumer.  (A definition, incidentally, that could just as easily attract the ‘cultural 
industries’ label.)  Correspondingly, multiple interpretations have generated 
multiple cultural/creative industries classifications (see Throsby (2007), Higgs 
                                                        
3 It is accepted that many cultural practitioners are employed in cultural and creative 
employment outside of the cultural industries.  
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and Cunningham (2008) and Power and Jannon (2006) for summaries of 
classification models).   
 
Compared to say film making, music production or broadcasting it is notable that 
visual arts and crafts activities are treated variably within cultural/creative 
industry discourse.  O’Connor (2000) for example, refers to them as a ‘core 
activity’,Hesmondhalgh (2007) as a ‘peripheral activity’ and Scott (2010) as a 
complimentary activity.  A number of factors account for this treatment.  From an 
economic perspective, visual arts activities typically have less wealth earning 
potential than the classical cultural industries.  Partly this is because their 
consumption is more limited as the supply of goods is restricted by the tendency 
towards one-off production or limited runs.  Visual arts and crafts practitioners 
are not always market-orientated with many active in both commercial and non-
commercial fields.  Furthermore, some visual arts and crafts activities are in 
receipt of public or philanthropic funding thus questioning their commercial 
credentials. 
Despite visual arts and crafts varying in a number of respects from perhaps the 
more dominant notion of cultural/creative industries, more often than not they 
are conceived as cultural/creative industries sub-sectors on the basis that they 
are concerned with the generation and transmission of symbolic meaning and 
involve creativity.  Pragmatically, visual arts and crafts practitioners in the UK 
have accepted the label as the notion of creative industries has increasingly 
dominated economic development policy and to an extent cultural policy, thus 
inclusion in the creative industries script holds better prospects of public policy 
support than exclusion (Galloway and Dunlop, 2007, Selwood, 2009). 
2.3 Issues of measurement  
Arguments over how to define cultural industries are inextricably linked to 
vigorous debate about how to measure the sector, a matter which is most 
important in establishing the sector’s status within the wider economy and 
securing policy attention and support (Pratt, 2008).  In the UK, the introduction of 
the DCMS (1998) definition of creative industries and the accompanying thirteen 
point industry classification4 provided a means of measuring the sector in terms                                                         
4 The 1998 DCMS included the following sub-sectors: advertising, architecture, arts and 
antiques, crafts, design, designer fashion, film, interactive leisure software, music, 
performing arts, publishing, software, television and radio. 
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of number of employees and businesses, and the economic value of the sector, 
albeit somewhat crude and problematic.   
Since then, the Department for Culture Media and Sport (Department for Culture 
Media and Sport, 1998) has been refining its methods of measuring.  Its 
principal approach has been to measure industry sub-sectors based on 
Standard Industrial Classification (SIC) and Standard Occupational 
Classification (SOC) codes.  This approach has generated numerous problems.  
SIC and SOC codes poorly serve craft5, music and the fashion industries 
(Department for Culture Media and Sport, 2014).  There is an inconsistent 
approach to inclusion and exclusion of similar types of activities across different 
cultural industry sub-sectors, and some sub sector activities are not collectively 
captured where activities are spread across a number of SIC codes (Creative 
Skillset, 2013).  Most importantly, many small businesses are not visible in 
official statistics6 as for example, they are below the threshold for Value Added 
Tax (VAT) or are not Pay As You Earn (PAYE) registered, or are not formally 
registered businesses, or are too small.  These exclusions are particularly 
pertinent to visual arts and crafts enterprises due to the prevalence of sole 
traders and micro-businesses in these sectors (Burns et al, 2012).   
Inadequacies in the official statistics have lead many sector specific bodies to 
produce their own data and this has led to an ever increasing array of statistics 
many of which are non-comparable across industry sub-sectors.  Even within 
sub-sectors, there may be inconsistencies.  In relation to craft activities, for 
example, two detailed studies have been produced to map and measure the 
sector.  The Craft Council (Burns et al, 2012) focussed on ‘contemporary’ crafts 
whereas a study by Creative and Cultural Skills (2012) looked at ‘heritage’ craft.  
Whilst there is some overlap in activities there are also many differences thus 
measurement of the size of the craft sector remains debatable.  
Since the first mapping exercise, calls have been growing to recognise the 
contribution that creative practitioners make to other parts of the national                                                         
5 For a detailed analysis of the treatment of craft in the official creative industries 
statistical releases see: Craft Council, 2013, Defining and Measuring Craft: Definitions 
198-2012 http://www.craftscouncil.org.uk/files/download_iterator/6a3dba1e9eef42e1/13-
06-13-final-tbr-report-1-2.pdf  
6 For example the Annual Business Survey which is used to calculate Gross Value 
Added estimates, does not include micro-businesses and sole traders in its employment 
data.  Inter Departmental Business Register only includes businesses that are registered 
for VAT or PAYE   
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economy, particularly manufacturing and service sectors (Higgs and 
Cunningham, 2008, Oakley et al, 2008).  To address these issues and the 
limitations raised above, alternative methodologies based on creative 
occupations and creative intensity (Higgs and Cunningham, 2008, Creative 
Skillset, 2013, Bakhshi, Freeman and Higgs, 2013) and activities along the value 
chain which distinguish between core and complimentary activities (Frontier 
Economics, 2007) have been proposed.  Responding to a recent consultation on 
proposed measurement changes (Department for Culture Media and Sport, 
2013) the DCMS’s (2014) latest set of industry statistics are based on a new 
methodology which combines the identification of a set of occupations defined 
as creative with a measurement of creative intensity.  
Another aspect of the debate over measurement and conceptual implications is 
what Pratt (2005, 1997) refers to as the ‘depth issue’, which is an attempt to 
capture more fully, the range of actors and activities involved in producing 
cultural goods and services.  To advance the ‘depth’ dimension, he draws on the 
notion of the ‘cultural production system’ defined as “the steps, cycle, that any 
product or service goes through to transform it from an idea through, production, 
distribution and exchange to final consumption” (Pratt, 2005 p.34).  This 
organisational approach to conceptualising cultural industries is significant and 
is discussed fully in Part 2.  It is sufficient to comment here that, conceiving 
cultural industries in this way holds the potential for a more comprehensive 
understanding, as it recognises the necessary input from a range of actors, and 
not just that of the so called ‘creatives’ to transform an idea into a cultural good.  
The above discussion reveals much conceptual incoherence and industry 
diversity both within and between sub-sectors, so much so that the sector’s 
recognition as a collective grouping and object of analysis is open to question 
(Griffiths, 2005).  Such diversity within the sector is critical to the debate that the 
economic geography of cultural industries might vary.  There remains however, 
a significant aspect that unites these industries: that is, to a greater or lesser 
extent, their output is high in semiotic meaning and aesthetic value for the 
consumer, relative to their functional value.  This thesis proceeds on the basis 
that this important commonality is sufficient to bind a somewhat heterogeneous 
group together to form an object of study.  
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2.4 The Geography of cultural industries  
The second element of Part 1 concerns the geographical distribution of cultural 
industries. It critically reviews the claim that cultural industries are essentially city 
activities and then turns to the lesser researched dimension of rurally located 
cultural industries.  In the process, what follows begins to engage with the 
debate about how different types of geographic space and place might shape 
the workings of cultural industries.  
2.4.1 Quintessentially city activities    
“Creativity and innovation are not unique to large cities (...) creativity is 
everywhere possible” (Gibson and Kong, 2005 p.549).  Yet withstanding some 
recent interest in smaller cities, (Bassett, Griffiths and Smith, 2002, Waitt and 
Gibson, 2009, Jayne et al, 2010)  and suburban places (Collis, Felton and 
Graham, 2010, Gibson et al, 2012), the cultural industries narrative is largely 
dominated by studies researching cultural industries in urban areas, particularly 
metropolitan cities (van Heur, 2010).  This section begins by examining the 
reasons offered for the close association between cultural industries and cities.  
In the UK, like many other industrial economies, ongoing decline in 
manufacturing has been acutely felt in many cities.  Keen to address the decline, 
in the 1980s the Greater London Council (GLC) was one to the first local 
authorities to see the potential for economic growth in activities such as 
television, radio, filmmaking and music production, and to use such industries as 
instruments for much needed urban regeneration.  In the 1990s a number of 
other cities (e.g. Bradford, Sheffield, Glasgow) followed suit (Flew, 2002).  
Increasingly these activities were framed in the context of post-Fordism and 
positioned variously as part of the ‘new economy’ (Scott, 2006a), the ‘knowledge 
economy’ (Garnham, 2005) and ‘flexible specialisation’ (Flew, 2002).  This new 
scenario championed knowledge, creativity, and innovation as the drivers of 
competitive advantage and saw cities as the natural centres of such industries. 
The binding of cultural industries with urban regeneration, economic growth and 
the knowledge economy fuelled the association between cultural industries and 
cities.  
The literature that ensued contains many assertions about how cities combine 
particular social and physical attributes that are conducive to the workings of 
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cultural industries.  Cities have long been presented as melting pots of social, 
cultural and ethnic diversity, a diversity which is widely cited as critical to the 
process of creativity and cultural activity (Jacobs, 1961).  Along with social, 
cultural and ethnic diversity, cities are associated with high density living, the 
consequence of which is an increased likelihood of chance encounters between 
individuals.  Placing these two attributes together, Stolarick and Florida (2006 p. 
1802) posit that “the roles of density and diversity in all of this are to compact all 
of those people into a space where they collide and, hence, where these 
important interactions and spillovers can occur”.   
Drawing on Jacob’s work on diversity, Florida’s (2002) creative class thesis 
stresses the benefits of attracting a footloose group of educated, talented and 
tolerant individuals – what he calls the ‘creative class’.  He argues that if a city 
can be attractive physically, provide good external transport links, offer a good 
quality of life, particularly in terms of amenities and the cultural offerings, and 
promote a positive self- image then the mobile creative class will come and they 
in turn will attract other talented people with high levels of human capital In turn, 
this group will attract innovation driven enterprises, particularly of the high 
technology and knowledge driven variety and the outcome will be economic 
growth (Florida, 2002).  On a practical level, a population that is sizeable and 
diverse allows cities to sustain an array of cultural infrastructure such as 
galleries and performance venues, practitioner associations and studio and 
workshop facilities (van Heur, 2009).  To date the creative class has largely 
been conceived as a city phenomenon, indeed Florida (2002) has done much to 
present it in this light portraying sites other than the city such as the suburbs as 
creatively moribund (Collis, Felton and Graham, 2010).  
In terms of scale, large cities generally encompass enough geographical area to 
be able to sustain a number of different industry groupings.  In London, for 
example, television production and advertising are associated with Soho (Pratt, 
2011, Grabher, 2001) and jewellery making with Hatton Garden, Camden 
(Bagwell, 2008).  This enables cities to support creativity and innovation via both 
competition and through the exchange and knowledge spillovers between 
spatially proximate and yet diverse cultural industries and other sectors (Rantisi, 
Leslie and Christopherson, 2006, Stolarick and Florida, 2006).  The ability of the 
city to sustain a number of cultural industry sub-sectors and access to markets, 
acts as a pull factor for cultural industries.  
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A further quality that supposedly fuses cities and cultural industries is the 
aesthetic of the physical environment, and in many cases a stock of affordable 
and large industrial buildings that are adaptable and lend themselves to 
conversion for workshop and exhibition space.  Zukin (1982) writing in the 1980s 
drew attention to the attraction of artists to the phenomena of city loft living in 
New York, an attraction that continues.  Hutton (2006 p. 1822) more recently 
reflects this in his work on the symbolic value that creative practitioners attach to 
London’s historical buildings: “as they incorporate variously the imageries of the 
co-existent past and present, as well as the tangible and the symbolic”.  Heebels 
and Van Aalst’s (2010) too refers to a similar attraction in relation to former 
industrial buildings in Berlin. 
 
In summary, much of the cultural industries literature presents cities as 
inevitable sites for cultural industry activity.  They are considered as melting pots 
of social, cultural and ethnic diversity; they are sizeable enough to sustain a 
number of cultural industry sub-sectors and thus to benefit from so called 
agglomeration effects such as spillovers between sub-sectors and reduced 
employment costs for employers and employees; they can nurture and sustain 
complex social networks; and they can offer a source of affordable, adaptable 
and inspirational work spaces.  The link between cities, the ‘new economy’ and 
economic growth is also strong thus linking cultural industries to cities bolsters 
both causes.  Whilst in many respects the urban emphasis is unsurprising, the 
exclusivity of these features to city settings will be tested and contested as this 
thesis progresses. 
2.4.2 Beyond the city: rural cultural industries  
In comparison to urban and suburban areas, cultural industries in rural areas 
have received less scholarly attention.  Research concerning cultural industries 
in rural parts of Australia makes up the largest element of the literature (Gibson 
and Connell, 2004, Gibson, 2002, Gibson, Luckman and Willoughby-Smith, 
2010).  Other work has focussed on rural Wales, (Kneafsey, Ilbery and Jenkins, 
2001), England (Bell and Jayne, 2010, Harvey, Hawkins and Thomas, 2012), 
the United States of America (Wojan, Lambert and McGranahan, 2007b, Wojan, 
Lambert and McGranahan, 2007a), Ireland (White, 2010) and Canada (Bunting 
and Mitchell, 2001).  These academics all point to the need for more 
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understanding of how a rural setting shapes the workings of cultural industries 
and many of them link this with the prospect of more effective policy making. 
Whilst at a UK level, cultural industries continue to enjoy political support, largely 
for their economic potential, a widely held view from rural analysts is that 
national policy makers tend to overlook cultural industries in rural areas (Naylor, 
2007, Yair, 2011, Bianchini, Bailey and Medlyn, 2012).  Indeed one respected 
UK policy think tank writes “years of urban-focussed policy initiatives have 
implicitly treated them (rural places) more as dormitories or playgrounds for 
urban-dwellers rather than as areas in their own right” (NESTA, 2007 p.2).  In a 
similar vein, the Arts Council England (2005 p.3) refers to rurally based 
practitioners as a “neglected pool of talent” and goes on to assert “We want the 
arts to be recognised for what we have discovered they are – an essential tool in 
creating vibrant and sustainable rural communities”.  This neglect matters as a 
lack of acknowledgment and understanding of rurally based cultural industries 
risks a failure to appreciate their value in their own right, and in terms of their 
potential contribution to economic, social and sustainability agendas.  In the 
case of England, the consequence of this, the Rural Cultural Forum (2010) 
argues, is that the dominant urban discourse has created a public funding 
imbalance, with rural areas losing out to urban ones.  Furthermore, deficiencies 
in the ability of official statistics to reflect the actual scale and value of some 
cultural industry sub-sectors such as visual arts and crafts, has the potential to 
further exacerbate this problem where such activities make up a significant 
proportion of rurally based cultural industries.   
Having introduced the academic and policy context, the section next presents a 
brief overview of geographical, demographic and economic features pertinent to 
the rural context.  The section then looks at the profile of cultural industries and 
in particular visual arts and crafts cultural industries in rural places and 
considers the multifaceted significance of cultural industries for rural areas.  The 
section concludes by exploring what the literature says about how their setting 
shapes the workings of rurally based cultural industries.  
2.4.2.1 Changes in rural England  
Rural England is a diverse and evolving setting.  There is much variation in the 
types and location of settlements, ranging from remote peripheral areas to city 
regions and from sparse settlements to commuter hamlets and market towns, 
some of which are highly popular and prosperous tourist destinations.  
   
Page 25 of 282 
Accessibility to urban locations also varies and some 75% of rural areas exist 
within one or more city regions (Mahroum, 2007 p.5).   
Nearly 18% of England’s population lived in rural areas as at 2011 (Department 
for the Environment, Food and Rural Affairs, 2014).  In terms of demographics, 
the overall trend is for rural population growth, such that between 2001-2008 the 
rate of population growth rose faster in rural than urban England (Commission 
for Rural Communities, 2010).  Counter-urbanisation is seeing in-migration by 
affluent, professional and managerial people at either end of the age scale; 
some are young families , others are  nearing retirement.  These incomers are 
particularly attracted to the most accessible rural areas and are appreciative of 
outdoor amenities (McGranahan, Wojan and Lambert, 2011) and what they see 
as a better quality of life (Mahroum, 2007).  
As with the decline in the manufacturing base of many cities, over the last 60 
years, rural areas too have undergone significant economic structural change.  
Industries such as farming, forestry and mining no longer dominate many rural 
economies.  During 1990 – 2006 for example, UK agricultural employment fell 
by a third (Atterton and Ward, 2007).  Increasingly the countryside is considered 
as much a site for the consumption of leisure and tourist activities as a site for 
the production of food and the extraction of raw materials.  As the significance of 
these traditional primary industries decline, manufacturing and service sectors 
are increasing and this is leading to a situation where the industry profile of rural 
and urban areas is growing ever more comparable (Naylor, 2007, Department 
for the Environment, Food and Rural Affairs, 2014 p.48).  In an effort to diversity, 
farmers are increasingly turning to cultural industries. Initiatives include ‘art 
farms’ permanent or temporary changes of use for arts exhibitions, workshops, 
and the hosting of festivals, of which Glastonbury Music Festival is the most 
iconic example.   
The arts sector is keen to highlight the role that the arts can play in helping rural 
communities to adjust to the economic and demographic transformations 
referred to above “Artists create symbols, and metaphors and experiences that 
open hearts and minds, and focus questions, debate and action” (Arts Council 
England, 2005 p. 6).  Indeed the term ‘New Rural Arts’ or ‘Art and Agriculture’ 
refer to critical and aesthetic practices that engage practitioners and rural 
communities with social, economic and environmental challenges arising from 
rural development and agricultural change (Rural Cultural Forum, 2010).  Thus, 
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practitioners are playing a valuable role in helping rural communities make 
sense of what is going on around them.  
2.4.2.2 Scale and geography of rurally based cultural industries  
In terms of sector size, Burns et al (2012) estimated that there were 23,050 UK 
craft businesses in 2011 (17,150 in England) that generated an estimated total 
income of £457 million and Gross Value Added of  £220million.  In terms of 
visual arts, Burns et al (Burns et al, 2012 p.6) estimate that in 2008/2009 there 
were 28,490 practitioners.    
DCMS statistics on cultural industries do not distinguish the scale and value of 
activities in rural areas and nor does academic research offer an estimate.  
Drawing attention to this quantitative gap and the need to address it, the Rural 
Cultural Forum (2010) suggest that a conservative estimate of the rural 
contribution to the creative economy was in the region of £500million pa in mid 
2000s.  Within this approximation, contributions from visual arts and crafts 
activities are not known.   
Linked to the above it is not possible to refer to a map of UK rurally based 
cultural industries as none exists.  Partly this arises from the problems 
associated with issues of definition and measurement of cultural industry activity 
referred to previously.  A potentially promising piece of work in this regard is 
Chapain et al’s (2010) attempt to map creative clusters. However, whilst 
valuable for giving an indication of the location of sub-sector activities, it says 
little about the rural dimension7.   
Another piece of work, for the Office of National Statistics (Botterill, 2009) 
provides a rural insight, albeit a crude one.  Using the Inter Departmental 
Business Register (IDBR) for England for 2008, Botterill estimates that there 
were 149,100 local creative industry units, of which 20% were located in rural 
areas.  When considered however at a regional level, taking into account all the 
locally based cultural industries, the split between urban and rurally based 
cultural industries is remarkably similar as shown in: Figure 1.  A 
disproportionate share of cultural industries in London, accounting for nearly                                                         
77  A dataset accompanying the NESTA study which might enable more fine-grained 
locational analysis was not publically available at time of this research.   
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30% of all cultural industries (43,900 / 149,100) combined with largely an urban 
classification for London areas, accounts for the statements above, which might 
otherwise appear contradictory.   
 
Figure 1 Creative industries by Government Office Region and rural and 
urban classification 
Source: (Botterill, 2009 p. 7) 
Whilst suggesting that at a regional level, outside London, cultural industries are 
almost as likely to be located in rural as urban areas, two cautionary notes are 
required.  Firstly, the IDBR data do not include solo traders or micro-businesses 
and thus may underestimate some cultural industry sub-sectors, such as visual 
arts and crafts8.  Secondly, no detail is available as to which types of rural 
settlement are most likely to  host to the cultural industries9 and, given the 
variation in types of rural area, this type of data would be helpful in making 
sense of what is otherwise an unexpected finding. - 
                                                        
8 Later releases of data on Creative Local Units by region (2009,2010,2011) do not 
include data entries for the crafts sector. It has not been possible to obtain the 
corresponding creative local unit data for 2008, the data used in the Botterill study, but it 
is possible that craft businesses are not included in the Botterill study.  
9 The data were analysed according to the The Rural and Urban Classification 2004 
which distinguishes between ‘sparse’ and ‘less sparse’ for the following settlement 
types: ‘small town and fringe’, ‘village’ and ‘dispersed’. 
Redacted due to copyright
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In the absence of comprehensive mapping data an alternative approach is to 
look for insights from sector specific and one-off studies, a number of which 
have been commissioned at a regional and county level (for example East 
Midlands Urban and Regional Creative Industries Data Study (Burns Owen 
Partnership, 2008).  Concurring with the ONS study referred to above, findings 
from the East Midlands study show the number of cultural industries businesses 
to be greater in rural districts but employment in the sector was greater in urban 
districts of the region.  In terms of sub sectors, the largest employers were 
books and press followed by, audio visual and then visual arts and design.  
However regarding numbers of businesses, visual arts and design was the 
biggest sector accounting for nearly half of all cultural industries in the region.  
Interestingly, the number of visual arts and design businesses was significantly 
higher in rural than urban districts and within rural districts, visual arts and crafts 
were the dominant cultural industry sub sector.  The authors or the East 
Midlands suggested that the strong rural base was consistent with other regional 
research with which they had been involved and it lead them to refer to “a partial 
shift in the creative industries from city centres to more suburban, ‘out-of-town’ 
and rural locations” (Burns Owen Partnership, 2008 p.34).  Craft in the Age of 
Change, (Burns et al, 2012), the most recent study, does not address the rural 
aspect of craft practice.  
2.4.2.3 Rurally based visual arts and crafts industries 
There is a longstanding association between certain cultural industry activities 
and rural areas, this is particularly in the case of craft activities as demonstrated 
by a recent Crafts Council study concerning the market for craft (Morris, 2010).  
In the research, respondents were asked to select from a total of 29 attributes, 
those that they most associated with the term ‘craft’.  The term ‘rural’ follows 
‘handmade’, ‘workmanship’ and ‘genuine’ as one of the terms most frequently 
associated with the notion of craft.  
In addition, whilst not exclusive to rural areas, there are particular activities that 
have traditionally been practised more so in rural areas than urban ones, such 
as leatherwork, furniture making, weaving, pottery, glass making, and basket 
making (Burns Owen Partnership and Experian., 2006).  Often these have 
significant space requirements and involve processes that may be deemed 
unsociable in an urban environment.  For some practitioners there is also a 
localist and heritage aspect as Burns et al (2012 p. 40) point out: “Many makers 
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seek to build small businesses strongly rooted in particular places, emphasising 
authenticity and building on local traditions in, for example, their choice of 
material.”  
There is much to suggest that the work of rurally based visual artists and 
craftspeople is of a high quality, “the days that the phrase ‘rural arts’ suggested 
bucolic stereotypes should be long gone.”  (Arts Council England, 2005 p.7).  In 
the same report into rural arts the Art Council England (2005 p.7) comments “the 
quality and variety of arts work in rural areas is outstanding, and fully 
comparable to what our cities offer”.   
2.4.2.4 Visual arts and crafts activities and the rural economy    
Cultural industries and visual arts and crafts in particular, have also done much 
to engage and contribute to other sectors of the rural economy.  The strongest 
spillover effect is with the tourist sector, which the Department for the 
Environment and Rural Affairs (2011) refers to as one of the most important 
sectors of the rural economy.  Annual festivals, open studio weekends, site 
specific installations, year round exhibition spaces, workshops, seminars and 
conferences, and arts centres all act to stretch otherwise seasonal tourism.  
Naylor (2007) notes that such cultural events are attracting new tourists in the 
form of younger, more affluent and more urban vistors than the traditional 
tourists to rural areas.  Not only are people consuming but often they are also 
participating in workshops and seminars (Schwarz and Yair, 2010).  Cultural 
industries also support tourist attractions supplying, for example, artwork for 
publicity or props for heritage venues.  
Referring to Florida’s (2002) creative class thesis, White (2010) contends that 
rurally based cultural industries can act as a driver for wider rural economic 
development.  She remarks however, that the potential in a rural setting is less 
recognised by policy makers.  Indeed, there is evidence to suggest a positive 
link between the size of cultural industry sector and rural economic performance.  
A study by Experian and BOP Consulting found that the creative and cultural 
sector accounted for 5.5% of employment in the 50 fastest growing rural districts 
but only 4.6% of employment in the 50 slowest growing authorities (Burns Owen 
Partnership and Experian., 2006 p.14).  In relation to craft activities, Yair (2011) 
proposes that, where possible, craft activities also support local trading with 
practitioners tending to source their material locally.  
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The spillover and diffusion of ideas and content from cultural industries need not 
be confined to the economic sector.  Links for example between artist 
practitioners and schools are important for developing creativity and critical 
thinking – key attributes for personal wellbeing and productivity regardless of the 
field (Centre for Economics and Business Research, 2013).  Rural cultural 
industries are also linked with ‘place-making’ and regeneration strategies: “craft 
businesses can support the evolution of vibrant, distinctive and colourful rural 
high streets” (Yair, 2011p. 6).  
2.4.2.5 Implications of a rural setting for cultural industries 
This part of the review looks at what the literature says about how a rural setting, 
mediates the workings of cultural industries.  In particular, it refers to the 
interplay between diversity and spatial scale, and the relationship between rural 
and urban places and cultural industries.  In so doing, this thesis starts to 
reassess the notion of an inevitable relationship between cultural industries and 
cities.  
Work by Gibson et al (2010) concerning the small Australian city of Darwin 
sheds new light on the role that scale can play in mobilising the type of diversity 
more usually associated with large cities and metropolitan settlements.  Whilst a 
city, the Darwin example is relevant to this study, as it is small and remote, and 
contains features common to rural areas.  Gibson et al found that Dawin’s small 
scale facilitated and encouraged high levels of ethnic interaction: “This amalgam 
of cultural proximities in a small city produced a setting for creative activity 
cherished by many workers” (Gibson, Luckman and Willoughby-Smith, 2010 
p.34).  In terms of cultural activity, they found that small numbers of actors 
involved in sub-sectors and survival instincts, resulted in practitioners from 
multiple cultural industry sectors mixing and working alongside each other rather 
than forming distinct creative communities, as often occurs in large cities.  
Gibson et al (2010 p.32) suggest that the diversity of experience brought about 
by the crossover between genres, fed the creative process: “creative identity-
hopping enables fledgling artists to survive, and reflects the fluidity and 
comparative openness of cultural expressions in remote, small places”.  This 
presentation of a small place as a melting pot of diversity offers a powerful 
alternative to the one most often painted and suggests that the small scale can 
have some unexpected consequences for the functioning of cultural industries.  
Furthermore, whilst rural places lack scale and do not always offer permanent 
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ethnic and social diversity they can temporarily swell their population size and 
profile by hosting festivals and events (Stolarick and Florida, 2006).   
The remoteness associated with some rural places can be both 
disadvantageous and advantageous.  Disadvantageous as it can result in 
separation from financial decisions and opportunities to influence and access 
industry gatekeepers (Gibson, Luckman and Willoughby-Smith, 2010).  Distance 
can also make some costs prohibitive, such as transport for performers (Gibson 
and Connell, 2004).  On a positive note,  some artists in Gibson et al’s Darwin 
study (2010) felt that their remote location enabled them to act more 
independently and to exercise a greater degree of artistic expression than they 
would have experienced were they located in an urban cultural hub where they 
might have experienced some pressure to follow national and international 
trends.  Related research about physical marginality for cultural industries on  
the West Coast of New Zealand (Conradson and Pawson, 2009) found that the 
image and perception of the area as peripheral could be promoted as a territorial 
asset.  The researchers concluded: “Marginality has become something of an 
economic and cultural virtue, a point of difference, by which the region, from 
without and within, is subject to re-imagination” (Conradson and Pawson, 2009 
p.85).   
This section concludes by probing the relationship between urban and rural 
places, which is pertinent given the significance of cities to cultural industries.  
Gibson (2002) emphasises that people and resources flow in both directions and 
he identifies two vehicles, tourism and migration, as playing an influential role in 
rural-urban linkages.  Tourism ensures regular interaction between rural cultural 
producers and urban-based consumers and migration fuelled by lifestyle 
considerations results in urban dwellers re-locating to rural places.  In terms of 
the link with cultural industries, he concludes that certain rural places, 
particularly those with a notable population of former urban dwellers, where 
tourism is thriving or where there is village gentrification, are particularly capable 
of sustaining cultural industries.   
Writing more generally about rural-urban relations, Marsden (1999 p.208) refers 
to the notion of the ‘commodification of the rural’, which he refers to as  “a 
variety of social and political processes by which commodity values are 
constructed and attributed to, in this case, rural and agricultural objects, 
artefacts and people” (Marsden, 1998 p. 23).  Like Gibson, Marsden proposes 
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that non-rural dwellers are instrumental in the commodification process and in 
reconstituting the notions of rurality and rural life, a processes which Marsden  
suggests will “tie rural areas much more into their urban and regional contexts 
and will continue to both physically and socially shape the countryside to the 
images and identities of those who consume these rural resources”.  Many of 
those images rest on a socially constructed notion of the ‘rural idyll’ - (Frouws, 
1998, Bunce, 2003).  Bunce (2003) suggests that there is an enduring 
attachment to such a social construction and that this is perpetuated by the 
popularisation of books (such as The Darling Buds of May and Cider with Rosie, 
the latter incidentally written by Laurie Lee, a Stroud resident) art (such as the 
work of Turner) and literature (such as the works of Wordsworth Robert 
Browning).  
Nostalgia for the countryside is not new, as Bunce (1994 p.5) writes “modern 
sentiment for the countryside is the latest version of an ancient theme”.  He 
provides an engaging historical, cultural and ideological account of the 
idealisation of the rural, which he argues is both a product of and a reaction to 
the transformation of Britain from a rural to an industrialised urban economy.  
Britain’s rural idyll, Bunce (1994) argues, is overwhelmingly derived from the 
beauty of the landscape and this translates into countryside being socially 
constructed above all else as a site of leisure and aesthetic amenity.   
Contrary, however to the notion that they are places of consumption for urban 
dwellers, Gibson (2002) demonstrates that rural places can also be sites for 
cultural production.  Indeed, he proposes that some rural places are becoming 
‘breeding grounds’ for cultural products, such as music that are subsequently 
launched in urban settings.  In a similar vein, the Arts Council England (2005 
p.23) draws attention to the ability of practitioners to bridge rural and urban 
settings by showing work in different places and “helping people see more of the 
lives and values that may be different to their own”.  The Rural Cultural Forum 
(2010) too is keen to challenge the notion that the countryside primarily consists 
of consumers rather than producers, a mere site for metropolitan and 
international tourists.  The Forum argues strongly that the UK national cultural 
wealth is reliant on both urban and rural contributions. 
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2.4.3 Does place matter?   
Moving on from considering the urban and rural geography of cultural industries, 
this final section looks at what the literature says about the significance of place 
for the functioning of the sector.  The fact that cultural industries tend to 
concentrate spatially in certain places and not others suggests that place may 
be significant, Molotch (2002 p.666) is certainly convinced “the very air people 
breathe together causes certain productive things to occur and not others”.  Yet 
whilst place is a feature of cultural industries research, often it is treated as a 
contextual or secondary issue rather than as an object of investigation in its own 
right for as Scott (2006b p.17) advocates: “Geography in other words, is not 
simply a passive frame of reference, but an active ingredient in economic 
development and growth”.  Recognising this situation, Harvey et al (2012 p. 538) 
call for a more comprehensive consideration of the place dynamic: “Considering 
that the creative industries often trade on the relationship between distinctive 
products and specific place-based identities, it is important that we take ‘place’ 
seriously in our studies of the sector”.  
Indeed, some academics have explored place as a primary agent in terms of the 
notion of place specific milieu (Scott, 2010, Landry and Bianchini, 1995, Currid 
and Williams, 2010), the interdependency and sense of authenticity that can 
develop between place and product (Scott, 2010, Currid and Williams, 2010), its 
impact on the l creative process (Luckman, 2012, Drake, 2003), and its direct 
impact on cultural output (Molotch, 2002).  The notion of the local/social/creative 
milieu refers to a mixture of ‘hard’ (labour, raw materials, physical environment) 
and ‘soft’ (the feel of the place, the social atmosphere, conventions) place 
generated factors which combine to differentiate one place from another 
(Molotch, 2002, Landry and Bianchini, 1995).  The less tangible, softer aspects 
are eloquently portrayed by Scott (2006a p.7) who writes of combinations of 
workers and businesses acquiring “a patina of place-specific colour in that they 
become the locus of peculiar traditions, sensibilities, and norms”.   
Based on a study of New York and Los Angeles, Currid and Williams (2010) 
argue that the social milieu plays an important role in determining the location 
and sustainability of cultural production and consumption.  Scott (2006a) adds 
that the milieu can contribute to product and practice authenticity, shape working 
practices and help facilitate the process of socialisation for new-comers.   
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Place based authenticity can develop through a mutually reinforcing relationship 
between place and production and or consumption (Currid and Williams, 2010), 
exemplified with Paris and high fashion, Hollywood and film making and 
Nashville and country music (1999a, Scott, 2010).  Such authenticity can add 
value to the product (Currid and Williams, 2010).   
The role of place in the creative process is explored in a study by Drake (2003) 
in which he probes the extent to which practitioners acknowledge local attributes 
and the significance they attach to them in their working practices.  In a 
departure from the norm, Drake focusses on the relationship between place and 
individual creativity, a relationship which he fears is obscured given the 
tendency in the literature to focus on collective creativity (this distinction is 
addressed in Part 2).  In a study of digital design and craft metal work in London, 
Birmingham and Sheffield, Drake found that in addition to the creative milieu 
notion and place reputation and tradition, two other place attributes were 
evident; the visual environment, and the intensity of social and cultural activity 
beyond creative clusters.  Drake concludes by calling for further research to 
examine how different types of places, and notably, rural places might shape 
creativity.  
Molotch (2002 p.665) is unequivocal about a direct link between place and 
product: “goods contain in the details of their fabrication and outcome – the 
places of their origin.  Products can be tracers to the nature of the places they 
come from”.  Brown et al (2000 p. 447) too, argue a link between place and 
product proposing that place provides “a common context to the cultural product 
– through a particular style or a more amorphous attitude”  
 
In summary, the second element of Part 1 started by setting out the rationale for 
an exclusive relationship between cultural industries and cities and then over the 
course of the narrative began to question the exclusivity of some of the claims.  
Diversity, an attribute for example, more usually associated with cities, was 
shown to be achievable in small places, if by somewhat different means.  This 
thesis will continue to test the rationale for the association between cities and 
cultural industries and in doing so seek to deepen understanding about the 
significance of geography and the distinctiveness of a rural setting for cultural 
industries.  
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The section also introduced the rural context and explored the nature of rurally 
based cultural industries and the multi-faceted contribution that they make to 
rural places.  A surprising finding was the ONS (Botterill, 2009) study that 
suggested that outside of London, cultural industries were almost as likely to be 
located in rural as urban areas and yet the majority of academic and policy 
attention focuses city settings.  Rural diversity points to the need for policy 
development that is sensitive to such variation.  Over and above the rural or 
urban setting, this section also pointed to the significance of place and its 
agency to account for the workings of cultural industries.   
Influenced by the work of Harvey et al (2012), Luckman (2012), Molotch (2002) 
Drake (2003) and Scott (Scott, 2006b), this thesis argues strongly for the place 
dimension to be fully explored in its own right and not merely in support of 
claims concerning the ability of agglomeration to make sense of the workings of 
cultural industries (a debate that will be discussed in Part 2).   
 
Part 1 Conclusion 
The principal conclusion from Part 1 is that there are quantitative and qualitative 
weaknesses in the evidence base in relation to rurally based cultural industries.  
In part, this emanates from ongoing heady discourse about to how to define and 
measure creative activity within cultural industries and the wider cultural 
economy and in part, it reflects the greater number of urban researchers 
compared to rural ones and a penchant for urban study given the global march 
of urbanisation.  Whilst many in-depth studies focus on urban based cultural 
industries this is not mirrored in relation to their rural based counterparts despite 
indications that there are significant levels of cultural production in rural settings.  
Much of the narrative about the dynamics of cultural industries assumes an 
urban setting.  So whilst the interrelationship between urban settings and 
cultural industries is largely taken as a given, less is known about the impact of 
a rural setting on the dynamics of rurally based cultural industries or how the 
presence of cultural industries in turn helps shapes the rural setting.  This 
limitation in the literature provides the focus for this research and gives rise to 
the following research question: 
In what ways and to what extent does a rural context shape the workings 
of rurally based cultural industries? 
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Having arrived at the research question, the task for Part 2 of this review chapter 
is to expand upon the developing conceptual framework to guide the empirical 
study to address the above question.  
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Part 2: Dynamics and characteristics of cultural industries  
2.5 Introduction  
The study’s approach to probe the ways and the extent to which their setting 
shapes the workings of rurally based cultural industries involves a two stage 
process.  Firstly to understand what is involved in transforming an idea into a 
finished piece of work available for consumption and then to explore how the 
rural setting is implicated in that process, both in terms of how it structures 
activity and is part of the dynamics of the process.  Whilst the study approach is 
analytically presented as a two stage process it is argued that there is a mutual 
and interactive relationship between the two stages.  
The first section of Part 2 concentrates on the transformation process, which Di 
Maggio and Hirsch (1976 p.75) pithily encapsulate in the phrase “conception to 
commodity”.  Part 2 then moves on to explore in more detail the characteristics 
and dynamics of production and consumption processes and in doing so 
continues to build the conceptual framework to guide  the empirical phase, 
paying particular attention all the while to visual arts and crafts industries.  The 
concepts referred to in Part 2 and Part 1 are brought together in Chapter 3 
which sets out the analytical framework and how to operationalise it. 
2.6 Theorising the production of cultural goods 
The starting point for the ‘conception to commodity’ journey is to review a body 
of sociologically rooted literature that has proved influential in shaping cultural 
industries scholarship concerning how cultural goods are produced.  This 
includes the ‘production of culture’ perspective, (Peterson, 1976, Crane, 1994, 
DiMaggio and Hirsch, 1976, Peterson and Anand, 2004, Hirsch, 1972, White 
and White, 1965), the notion of the art world (Becker, 1982, Becker, 1976) and 
notion of the field of cultural production (Bourdieu, 1993).  These perspectives 
coalesce around the notion that cultural output is the product of collaborative 
practitioner working structured around a number specialised yet interdependent 
tasks.  The first section of Part 2 briefly reviews this body of work and identifies 
how it contributes to this study.  The section concludes by looking at Scott’s 
‘theory of the creative field’ which attempts to bridge the sociological and 
geographical spheres. 
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Underpinning this body of work and related works is a conceptualisation of the 
production of cultural goods as a social phenomenon rather than as an 
expression of individual genius (Scott, 1999a, Banks et al, 2000, Becker, 1982, 
Bourdieu, 1993, Sunley et al, 2008, Pratt, 2008, Caves, 2000, Wenger, 1998, 
Crane, 1994, Becker, 1976, Bathelt, 2002).  As Becker (1982 p.35) writes: 
“works of art are not the products of individual makers “artists” who possess a 
rare and special gift.  They are, rather, joint products of all the people who co-
operate….to bring works like that into existence”.  Thus, work is understood in 
the context in which it is produced.   
Thinking of the work of visual artists or crafts people as something other than an 
individual endeavour may appear at odds with the common notion of the solo 
artist or craftsperson.  In this regard, Scott’s (1999a, 2006b, 2010) synthesis of 
the sociological arguments that support a social understanding of the production 
of culture, helps to situate the artist as socially embedded.  Firstly, whilst 
creativity derives from individual knowledge and skills, such knowledge and 
skills are socially conditioned.  Secondly, such  work needs to be recognised as 
creative work and be meaningful to a third party e.g. an audience or a market.  
Thirdly, creativity is more likely to occur where workers are transacting with each 
other than when working in isolation, as there is greater discussion, testing of 
ideas and knowledge transfer.  Fourthly, there is a tendency towards path 
dependency and thus creativity is prone to developing within existing paradigms.  
2.6.1 Production of culture perspective 
The ‘production of culture’ approach, dating from the 1970s rests on the premise 
that processes associated with creation, distribution and evaluation, shape 
cultural outputs.  Thus to explain symbolic production, the approach argues for a 
thorough understanding of the organisation of cultural production from initiation 
of an idea through to the a cultural product being available for consumption in 
one form or another, an appreciation of the interdependencies between 
processes, and an awareness of the collection of actors involved across the 
series of processes (Peterson, 1976, Crane, 1994, DiMaggio and Hirsch, 1976, 
Hirsch, 1972).   
Significantly, the ‘production of culture’ perspective is concerned with both 
production and consumption processes and their interrelation.  Such an 
approach brings into view the full cycle of activities associated with cultural 
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production and this is useful for understanding the organisation and dynamics of 
cultural industries.  Whilst more recently some scholars have embraced and 
promoted the value of a full cycle approach, most notably Pratt (2004a, 2004b) 
in his work on the ‘production system’  and Coe and Johns (2004), there is a 
tendency for cultural industries studies, particularly from the field of economic 
geography, to pursue a partial focus of the production system.  
Coe and Johns (2004) argue that a tendency to limit attention to a particular 
stage within the production system, derives from a more recent pre-occupation 
with theorizing cultural industry governance and networking in terms of clusters, 
resulting, in a fixation on the production process alone.  They argue persuasively 
that the danger of such a focus, is that it fails to recognise the production system 
as a whole and that localised clusters are invariably embedded in extra-local 
networks to a greater or lesser extent.  Furthermore they highlight the territorial 
span of the production system demonstrating how distinct stages of the system 
may be spread across a number of places, in their study, of London and 
Manchester.  Referring to the film and television industry, they make a 
compelling case that in order to understand the dynamics of the sector and what 
is produced, it is necessary to look beyond the production stage per se and to 
include the other processes that make up the production system, in that case, 
particularly, finance, distribution and exhibition.  Not limiting the 
conceptualisation of the dynamics of cultural industries to thinking in term of 
clusters and ensuring that the consideration of networks is not confined to a 
local level are themes that will be returned to later in the discussion.  
In terms of the governance aspect, there are a number of options for 
conceptualising the relationships between the processes that comprise the 
production system.  Coe and John (2004) present the system for film production 
as a linear chain implying that the processes are linked together horizontally, 
however they do acknowledge linkages which are non-linear, notably between 
finance and distribution.  Alternative conceptualisations include a circuit, which is 
similar to the chain as the flow of processes is conceived as unidirectional but 
without a distinct start or end point (Leslie and Reimer, 1999) or a third option is 
to think of the processes as being non-linear and thus to conceive it as a 
web/network/ecosystem (Pratt, 2004a).   
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2.6.2 Art world 
Couched within the ‘production of culture’ perspective, Becker’s (1982) ‘art 
world’ concept offers a powerful framework for further thinking about the 
production of culture and the functioning and organisation of cultural industries 
sectors.  His principal argument is that the production of art is a collective 
activity reliant on co-operation between inter-dependent groups of actors 
engaged in related activities, a co-operation that is rooted in conventions.  He 
refers to this collective activity as an ‘art world’: "the network of people whose 
co-operative action, organised via their joint knowledge of conventional means 
of doing things, produces the kind of art works that art world is noted for." 
(Becker, 1982 p. X).   
Becker (1982 pgs 2-4) suggests that the production of cultural goods involves 
the following types of generic activities: 
• Conception of an idea  
• Execution of an idea   
• Manufacturing of equipment  to support the execution of the idea,  
• Distribution and generation a return that can be re-invested to make 
further works 
• Related residual activities to support production and distribution activities 
• Nurturing an audience to respond to the work 
• critical review– essential for ongoing development 
• Education and training of actors 
He acknowledges that the numbers of actors will vary across different types of 
cultural production depending on the complexity of the process. Film making for 
example, will involve more ‘bundles of tasks’ and more discrete groups of actors 
than say the making of a small stone sculpture where the same person may 
perform many of the tasks.  
Alongside multiple actors, Becker (1982 p.30) stresses the role of conventions: 
‘the ideas and understandings people hold in common and through which they 
effect cooperative activity."  Conventions, however, whilst helping actors to work 
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together effectively and efficiently, can also act to constrain artists’ activities as 
he comments: "We can understand any work as the product of a choice 
between conventional ease and success and unconventional trouble and lack of 
recognition" (Becker, 1982 p.34).  Based on adherence or otherwise to 
conventions, Becker distinguishes three types of artist: integrated professionals 
– largely working within conventions, naïve artists – actors with little formal 
training and not part of an art world and thus not working to conventions, and 
somewhere between the two, mavericks – and trained practitioners, who ignore  
some conventions but adhere to others.   
 
The ‘production of culture’ perspective and Becker’s (1982) work on art worlds 
propose a rigorous organisational approach for analysing how the production 
system shapes symbolic goods and for exploring the dynamics and organisation 
of cultural industries.  Such an investigation, this thesis asserts, is a necessary 
step to understanding the situated nature of cultural industry dynamics, in this 
case, rurally based cultural industries.   
Furthermore, a thorough understanding of the production system is 
advantageous when it comes to thinking about how to support the sector.  As 
Pratt (2004a p.57) points out, it “helps researchers and policy-makers to ‘see’ 
the totality of the process and raises awareness that performance in one step 
may be positively or negatively affected by activities further up and down the 
chain”.  Applied to this study, the greater the understanding of how the visual 
arts and craft sector works, in its totality, the better the basis upon which to 
develop policy to support the sector and to understand how intervention targeted 
at one process may affect another stage in the production system. (Policy 
considerations arising from this study are addressed in Chapter 7). 
2.6.3 Cultural field  
The final founding piece of work addressing how cultural goods are produced is 
Bourdieu’s ‘field of cultural production’ perspective.  To understand cultural 
production, Bourdieu (1993 p.37) also advocates looking beyond the individual 
artist or writer to a wider system: “it is a question of understanding the works of 
art as a manifestation of the field as a whole, in which all the powers of the field, 
and all the determinisms inherent in its structure and functioning are 
concentrated”.  Like Becker (1982), whilst acknowledging that a study of the 
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types of actors and their interaction habits can be informative, Bourdieu (1993) 
argues that such analysis is not enough.  To understand cultural production he 
argues, it is necessary to reveal the dynamics of those interactions and how 
cultural production relates to wider economic and political fields.  Far from 
cooperative, Bourdieu (1993) proposes that relationships between actors and 
actor groups are often conflictual due do an uneven distribution of power.  To 
pursue his approach he employs the interlinked concepts of the field, habitus 
and capital.  
For Bourdieu (1993 p.72) a ‘field’ is “a configuration of relations between 
positions objectively defined, in their existence and in the determination they 
impose upon the occupants, agents or institutions”.  Critical to the notion of the 
field is that the positions exist independently of position takers – actors seeking 
to occupy the positions.  The properties of the positions are determined by the 
location of positions relative to other positions and positions in the past, and the 
on-going struggle between actors seeking to occupy positions and the securing 
of position recognition.  Thus the field is both relational and dynamic (de Nooy, 
2003) with the structure of the field and the status of the position and position 
taker in a constant state flux (Giuffre, 1999).  
Whilst strongly leaning towards structuralism, Bourdieu (1993) is not however 
suggesting that actor’s actions are wholly determined by structural constraints, 
for he proposes that there is an on-going struggle by actors and newcomers to 
defy structural constraints associated with the sought after objective positions 
(DiMaggio and Hirsch, 1976).  Furthermore, actors bring their own dispositions 
to a position and this overtime will alter the ‘objective position’.   
Bourdieu (1993) argues that the struggle for recognition and for occupation of a 
position in the field is a power struggle rooted in the distribution of accumulated 
capital.  He distinguishes between two types of capital, economic and symbolic.  
Economic capital refers to accumulated wealth.  Symbolic capital is further 
categorised into cultural and social capital.  Social capital refers to resources 
that can be accessed as a result of membership of a particular group or network.  
Cultural capital comes in three varieties; embodied, objectified and 
institutionalised.  Embodied capital is individually acquired often through 
upbringing and education.  Objectified capital accrues through the accumulation 
of material goods such as a painting, or a book.  Lastly, institutionalised capital 
refers to recognised awards such as an educational degree or an honoured title 
   
Page 43 of 282 
(Hans, 2009).  Cultural capital can be transformed into economic capital and 
vice versa.  Capital both determines a person’s or a group’s position in the field 
and helps to shape the structure of that field (Grenfell and Hardy, 2007).  
Individuals are driven to accumulate or at least maintain their capital. 
Derived from economic and symbolic capital, and playing a critical role in 
mediating field structure and individual practice, Bourdieu’s notion of habitus 
refers to sets of often unconscious dispositions that govern how people act.  
Sweetman (2009 p.6) puts across Bourdieu’s sentiment rather well by 
interpreting habitus as “our overall orientation to or way of being in the world; our 
predisposed ways of thinking, acting and moving in and through the social 
environment that encompasses posture, demeanour, outlook, expectations and 
tastes”.  As such, habitus is largely ingrained from the past and is associated 
with class.   
Whilst having little to say about the role of geography in an explicit sense, 
Bourdieu’s (1993) work on the cultural field and habitus appears suggestive of a 
geographical dimension both at an individual level through the notion of habitus 
and at a structural level in terms of the field and within this, what he refers to as 
the ‘space of possibles’.  It may be that there is a rural flavour to both the ‘space 
of possibles’ and ‘habitus’ and that this finds expression in the production 
system.  In relation to the former he writes: “Fields of cultural production propose 
to those who are involved in them a space of possibles that tends to orient their 
research, even without their knowing it, by defining the universe of problems, 
references, intellectual benchmarks (often constituted by the names of its 
leading figures), concepts in -ism, in short, all that one must have in the back of 
one’s mind in order to be in the game” (Bourdieu, 1993 p. 176).  Bourdieu’s work 
on field and habitus could be interpreted in such a way as to suggest that he 
acknowledges a role for place in shaping cultural production and thus within 
that, conceivably a rural setting but exactly how this is so requires investigation.   
 
Together these sociological perspectives offer some useful concepts to guide 
the investigation into how the visual arts and crafts sector is organised, 
governed and how cultural goods come into being.  They promote the 
production of culture as a social collective activity involving a number of groups 
of actors, they draw attention to the importance of relationships between actors, 
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how the notion of the field structure influences the nature of those relationships, 
how the conventions that develop to enable such relationships to function 
effectively, and they promote an approach that recognises that cultural goods 
are shaped by production and consumption processes.  In addition, Bourdieu’s 
multi-dimensional notion of symbolic capital offers a helpful tool for exploring the 
types of resources available to practitioners and the sector collectively.  In short, 
the ‘production of culture’, art world and the field of cultural production 
perspectives provide a strong set of concepts that can make a valuable 
contribution to advancing understanding  of the organisation and dynamics of 
the sector, and in the case of the latter, particularly the relationship dimension.  
Such an understanding provides a necessary platform for guiding thinking about 
how a rural setting is implicated in the production of culture.  
Except for a brief reflection on Bourdieu’s (1993) concepts of habitus and the 
cultural field, explicit reference to spatial or place dimensions, are largely absent 
from the above discussion.  Yet the production of cultural goods is not 
performed in a vacuum, it is situated with the production and consumption 
processes, has a spatial form and is carried out in a specific place or places.  
Building on the above sociological body of work, over the last twenty years or 
so, geographers, with their interest in space and place, have keenly studied the 
spatial and to a lesser extent, the place dimensions of cultural industries.  
Arriving at a locationally situated understanding of the dynamics of cultural 
industries however, remains demanding, as Pratt (2012 p.326) points out “the 
challenge is to develop both an understanding of the actually existing dynamics 
of, as well as the way in which particular localities are implicated within, cultural 
production”.   
2.6.4 Creative field 
With a focus on the city, Scott (1999a, 2006b, 2010) attempts to bridge the 
sociological and geographical dimensions in his theory of the ‘creative field’.  He 
defines the ‘creative field’ as “a constellation of workers, firms, institutions, 
infrastructures, communication channels, and other active ingredients stretched 
across geographic space” (Scott, 2006b p.15).  He visualises the creative field 
as points and lines on a grid with the points representing for example workers, 
firms, educational institutions, associations and the lines the interdependencies 
between them.  The grid of activity is evident at multiple scales, however he 
proposes that it is most concentrated in cities.  A schematic presentation of the 
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set of elements and contextual conditions for the ideal creative setting is 
provided below Figure 2. 
 
 
Figure 2 Scott's creative field of the city (Scott, 2010 p.126) 
Scott’s creative field comprises central elements of cultural industry activity as 
portrayed by the three central circles in the diagram.  These are then 
contextualised in six ‘compartments’.  Beyond these compartments is the outer 
zone referring to governance and collective action which Scott (2010) promotes 
as essential to the viability of the creative field, for it concerns the ways in which 
spatially concentrated actors are collectively organised and the presence of 
public-private partnerships. 
In developing his theory, Scott (1999a, 2006b, 2004) draws and builds upon the 
work of the sociologists discussed above.  He adheres to the production of 
culture perspective, embraces the significance of conventions and he holds that 
the structure of relationships both shapes individual actions and in turn is 
Redacted due to copyright
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shaped by individual actions.  Furthermore, Scott draws on Bourdieu’s (1993) 
work to reconcile the notions of individual creativity and social 
conceptualisations of the production of culture; “we are concerned here with the 
ways in which the habitus, as defined by Bourdieu (1993), is adapted to social 
context … and how creative acts within the habitus are in turn materialised in 
social processes” (Scott, 2010 p. 119).  Whilst recognising individual input, the 
‘creative field’ is firmly conceived as a social phenomenon that is spatially and 
temporally bounded. 
To the sociological dimension, Scott (2010 p.121) adds a consideration of 
spatial organisation and place on the ground when he writes that “The 
geographic dimension turns out to be extraordinary potent as a medium of 
variation in creative energies”.  In relation to spatial organisation, he strongly 
contends that cultural industries should be understood in the context of 
agglomeration and, emphasises that place can imbue products with authenticity, 
embody a creative milieu and act as repository of accumulated knowledge and 
information and cultural capital.  
Scott’s bringing together of the social, spatial and place dimensions is valuable 
as it moves learning towards a more comprehensive approach to understanding 
the working of cultural industries.  The creative field does however appear to 
have a number of limitations.  The principle issue relates to the apparent 
primacy afforded to the production system assuming an agglomerated form with 
heavy reliance on transactional networks.  This emphasis potentially limits the 
creative field’s ability to explain the workings of cultural industries that are more 
spatially dispersed, such as might be the case for some rural settings or cultural 
industries whose creative process is less reliant on inter-firm transactions.  
Certainly Scott (1999b) puts forward a convincing case for filmmaking and music 
production as agglomerations but to extend this assertion across the spectrum 
of cultural industries, given the sector’s heterogeneous nature, needs further 
testing.  Derived from the emphasis on agglomeration, the creative field theory 
appears to underestimate the potential role of non-cluster relationships and 
extra-local networks to shape the workings of cultural industries.  Scott fully 
recognises the importance of relationship networks but he appears to afford a 
greater role to local relationships rooted in an agglomeration than to extra-local 
relationships.  Scott’s (1999a, 2006b, 2010) recognition of the role of place is 
laudable but the place element does not appear to attract the same weighting as 
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that of transactional networks between spatially proximate firms.  Finally, the 
creative field is very much presented as a city phenomenon, though Scott does 
call for more investigation to look at the workings of the creative field at other 
geographical scales.  Thus, consideration of the creative field in the context of 
the rural case study in this research study would mark a novel application of the 
theory of the creative field. 
Giving greater attention to the role of place alongside inter-firm transactions and 
investigating the extent and role of extra-local relations could help to overcome 
these limitations of the creative field.  The developing approach for capturing the 
social and geographical dimensions in this study is to overlay a rural lens onto a 
study of the social, spatial and place dynamics of visual arts and crafts cultural 
industries, structured according to the stages of the ‘conception to commodity’ 
journey.   
Part 2 proceeds by reviewing the ample collection of cultural industries studies, 
largely from an economic geography perspective, in order to further add to the 
emerging social, spatial and place conceptual framework for understanding the 
workings of rurally based cultural industries.  
2.7 Characteristics and dynamics of cultural industries  
A review of the literature points to a number of characteristics associated with 
cultural industries, they are however, not necessarily unique to cultural 
industries, nor given the diversity within the sector, are they necessarily shared 
by all cultural industries.  Factors particular to visual arts and crafts industries 
are highlighted.  The aim of this section is to provide a reference point against 
which to consider the characteristics of visual arts and crafts cultural industries 
and to continue to develop the conceptual framework to guide the empirical 
phase of the research.  
2.7.1 Industry structure  
Most cultural industry sub-sectors either comprise many small firms competing 
(e.g. visual arts and crafts); or a birfurcated structure with a few large 
businesses and a large number of micro-businesses employing fewer than 10 
people e.g. the music industry (Scott, 1999b), fashion industry (Crane, 1997).  
Another feature of industry structure is complex interdependencies between 
commercial and not for profit activities (Pratt, 2012).  This is particularly so in the 
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case of visual arts and crafts activities and has implications for the way in which 
policy makers perceive the economic potential of these sectors.  
2.7.2 Spatial organisation  
Cultural industries are frequently conceived in terms of agglomeration, and in 
particular the cluster variation (Scott, 1999b, Brown, O'Connor and Cohen, 
2000, Power and Scott, 2004).  Gordon and McCann (2000) distinguish three 
ideal types of agglomeration; ‘pure agglomeration’, the ‘industrial complex 
model’, and the ‘cluster model’.  
Pure agglomeration or the ‘industrial district’ describes a situation where 
geographically proximate competing specialist businesses engage in market 
transactions.  The close proximity enables businesses to benefit from a number 
of spatial externalities including availability of skilled labour, access to a 
dedicated infrastructure, and knowledge spillovers.  These benefits are available 
to all spatially proximate businesses regardless of the level of business-to-
business interaction.  Pure agglomeration assumes little co-operation between 
firms beyond that related to short-term interests.  Interactions that do take place 
arise from chance encounters between co-located firms and traded business 
meetings.  
The ‘industrial complex model’ or ‘Italianate agglomeration model’ is 
characterised by stable trading relationships between businesses that are often 
historically embedded in local areas with a strong sense of identity and high 
levels of social capital and cohesion.  The motivation to agglomerate is to 
reduce spatial transaction costs and share knowledge, often of the tacit variety.  
In this model, firms benefit from shared support services and infrastructure, 
pooled labour and reduced commuting costs due to close proximity.  This type of 
agglomeration is not easily replicated (Aoyama, Murphy and Hanson, 2011).  
The third variant attracts a number of labels; the ‘local economic cluster’, the 
‘cluster’ or the ‘social network model’.  The principal characteristic of this model 
is the presence of trust based relationships between geographically proximate 
businesses and individual actors.  The trust element enables firms to take risks 
and there is a preparedness to act in the interests of the group.  Business 
scholar, Michael Porter, has done much to popularise this agglomeration model 
in the public policy arena.   
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The dominant conceptualisation of cultural industries as spatially clustered 
industries (2006b, Bassett, Griffiths and Smith, 2002, 1999b, Banks et al, 2000, 
Caves, 2000, Scott, 2010, Bathelt, 2002) emanates from the conceptualisation 
of the production of culture as essentially a labour intensive social and collective 
enterprise relying on multiple actors interacting and exchanging information 
across various production and consumption processes in order to produce 
cultural goods.  Close proximity makes for a time efficient, convenient and cost 
saving environment.  Such co-location is particularly important for cultural 
industries that rely on short-term project working such as advertising or film 
production, where there is a regular recombination of project members and 
partners (Grabher, 2002).   
Place based communities of workers with specific sector related skills and with 
access to a shared accumulated knowledge base typically support such 
agglomerations.  Writing about the music industry Scott (1999b p.1971) 
suggests that the combination of processes and workers gives rise to the ideal 
scenario “the clustering together of many different types of firms and specialised 
workers in one place provides all participants in the industry with a form of social 
insurance in the sense that clustering will almost always guarantee a relatively 
high probability of finding just the right kind of input within easy access at just 
the right time”.   
It should not be assumed however, that all cultural industries must cluster or that 
they are motivated to do so for the same reasons, i.e. to facilitate dense inter-
firm networking to support the production of cultural goods.  Furthermore, 
Markusen (2006) points out that it should not be assumed that co-location will 
automatically yield synergies.  For such synergies to occur she suggests that a 
cultural infrastructure is required.  As the next section on relationships will show, 
important interactions are not necessarily geographically confined to the cluster, 
nor are they necessarily with fellow firms as there is evidence of variation 
according to the type of sub-sector, and the particularity of the process and its fit 
within the production system.   
Furthermore, cluster dynamics may vary according to the location such that 
there may be differences between clusters in a rural setting and those in an 
urban one.  Lorenzen and Frederiksen (2008) suggest that differences will arise 
in terms of the number of clusters that a setting can sustain and that this has 
knock on effects for knowledge spillovers and collaboration, and for the skills 
   
Page 50 of 282 
base, such that the fewer the clusters, the more specialist the skills base.  A 
specialised technical education institution rather than a more generalist 
university may also support the skills base.  They also suggest that in a small 
setting firms are more likely to be complimentary than diverse thus giving rise to 
particular interdependencies. 
2.7.3 Knowledge intensive  
Cultural industries are characterised as relying heavily on the exchange of 
ideas, knowledge and information for the production of cultural goods (Scott, 
2006b, Bathelt, Malmberg and Maskell, 2004, Caves, 2000, Grabher, 2002, 
Storper and Venables, 2004).  A range of knowledge and information types is 
evident in the literature and are captured in the notions of ‘noise’ (Grabher, 
2002), ‘buzz’ (Bathelt, Malmberg and Maskell, 2004), tacit knowledge (Gertler, 
2003) and codified knowledge.  ‘Noise’ and ‘buzz’ are similar concepts that 
capture both issues of content and the means by which the content is 
exchanged.  Grabher (2002 p.254) describes ‘noise’ as the: “concoction of 
rumours, impressions, recommendations, trade folklores, strategic 
misinformation” that co-located practitioners are privy to and contribute to 
through regular interaction with other co-located practitioners.  Bathelt et al 
(2004 p. 38) describes ‘buzz’ as “the information and communication ecology 
created by face to face contacts, co-presence and co-location of people and 
firms within the same industry and place or region”.  Akin to Marshall’s 
‘atmosphere’ and ‘something in the air’, ‘noise’ and ‘buzz’ are not actively sought 
out, but are absorbed spontaneously and unconsciously, and are available to all 
provided that the recipient is ‘tuned in’ (Bathelt, Malmberg and Maskell, 2004).  
‘Noise’ and ‘buzz’ help to habituate practitioners in the production system.  They 
also assist practitioners to make sense of and to interpret other types of 
information and knowledge, one such being, tacit knowledge, a type of 
knowledge strongly associated with cultural industries (Scott, 1996, 2010).  Tacit 
knowledge refers to knowledge that is not easily codifiable and where the bearer 
is often unconscious of its transmission.  Its transfer relies on shared values, 
language, understanding, demonstration and experience (Gertler, 2003).  The 
experiential nature of this type of knowledge and the way in which it is passed 
on gives rise to the claim that tacit knowledge is most easily transferred through 
face-to-face interaction, and that this can most readily be achieved in a localised 
cluster (1999a, Scott, 2006a).  
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The geography of tacit knowledge has attracted much debate and the 
supremacy of physical proximity for its transmission has been contested 
(Gertler, 2003, Boschma, 2005, Granovetter, 2005).  Boschma (2005), for 
example, points to four other types of proximity that may be equally if not more 
necessary for transferring tacit knowledge: cognitive (a shared knowledge base 
that aids communication and understanding of new information), organisational 
(extent of shared relationships within and across organisations), social (extent of 
friendship, past experience and trust) and institutional (habits, routines, rules 
and laws both formal and informal). He concludes that rather than spatial 
proximity, it is cognitive proximity that is necessary for interactive learning and 
innovation and whilst geographical proximity certainly can facilitate these 
processes, it is not a pre-requisite.  Alternatively, Gertler (2003) stresses first 
and foremost the significance of shared routines, regulatory frameworks and 
everyday i.e. institutional proximity, for the ability to produce and share tacit 
knowledge.  
Another valuable contribution to the debate about the geography of tacit 
knowledge and the spatial dimension of cultural industries more generally, can 
be explored through the ‘community of practice’ concept (Wenger, 1998).  A 
community of practice is a social grouping focussed on a shared 
enterprise/pursuit and one where learning takes place through regular 
interaction,.  Significantly, Wegner (1998) argues that communities of practice 
are not inherently locationally confined, but rather are defined by mutual 
engagement in practice and resultant learning.  Thus, lack of physical proximity, 
as may exist in some rural areas, need not be a barrier to practitioners acquiring 
tacit knowledge, provided that other types of proximity, particularly institutional 
proximity, and what Wegner (1998 p.46) refers to as ‘rhythms of community life’, 
is well developed.   
2.7.4 Interaction intensive  
The transaction intensive nature of cultural industries is conceived in terms of 
‘network thinking’.  The following extract from Brown et al (2000 p. 446) brings to 
the fore the centrality of networking to cultural industries:  
“networks are about exchange of information (contacts, grants, funding 
opportunities, jobs, technology e.t.c.).  They are about the exchange of 
experience – they act as reservoirs of previous trials and errors.  
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Network entry points (very informal, usually – acquaintances, work 
neighbours, gossip) allow informal sharing of personal experience.  They 
also allow the sharing of harder knowledge – how, who, what, when”.   
Wasserman and Faust (1994 p.20) define a network as “a set of actors and their 
ties among them”.   
Networks facilitate not only the trade of goods and services but, importantly for 
cultural industries, they enable the exchange of untraded knowledge and skills 
(Brown, O'Connor and Cohen, 2000, Storper, 1997, Pratt, 2004a, Bathelt and 
Gluckler, 2003).  Writing about the music industry, Brown et al (2000 p. 445) 
portray the extent of untraded interdependencies: “The ‘music industry’ 
conceived as business concerns trading from premises, is merely the visible part 
of a complex series of networks, milieus, scenes, cultures.”  Whilst also drawing 
attention to the significance of untraded dependencies, Pratt (2004c p. 32) 
reveals the challenges of researching this phenomenon: “The cultural industries 
rely, in practice, on rich webs on traded and un-traded relationships.  We have 
as yet scratched the surface of registering some of these traded and trade 
related relations.  The un-traded relations remain, sadly, invisible to our 
analysis”.  As already indicated, much research frames networking in the context 
of agglomeration and clusters.  The prevalence of dense networks of 
interactions between co-located firms may however be far from inevitable, but 
rather, may vary depending on the cultural industry sub-sector (Sunley, 2008, 
Kloosterman, 2008), the actors involved (van Heur, 2009), and the complexity of 
the production system (Harvey, Hawkins and Thomas, 2012).  
Furthermore, the geographical reach of day to day relationships may be far from 
local.  Studies of the film industry in Manchester (Coe and Johns, 2004, Johns, 
2010) and Scotland (Turok, 2003) found that interactions were mainly extra-
local.  Coe and Johns (2004 p.202) in their Manchester study concluded “in 
contrast to expected observations of small, highly embedded firms interacting to 
produce televisual content, Manchester’s film industry was based upon key 
networks connecting firms to centralised nodes of financing and distribution 
beyond the city”.  The geographical footprint of the network relationships 
reflected the locational dispersal of processes in the film production system and 
locus of power within the system resting with finance and distribution processes 
based in London.  Exploration of the geographical span of network relationships 
may be particularly pertinent to rurally based cultural industries.  In a study of 
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rural business networks, Lowe and Ward’s (2007 p.307) comment: “To 
understand how they function demands a holistic perspective of the web-like 
constitution of rural economies that includes both local networks and more 
extensive interconnections that defy simple geographical categories or 
administrative boundaries“.   
Agreeing that economic geography tends to place too much emphasis on local 
networks, Bathelt et al, (2004) stress the importance of there being a balance 
between local and extra-local relationships.  They refer to the latter as ‘pipeline 
relationships’ and they suggest that the knowledge that results from buzz and 
pipeline relationships are mutually reinforcing.  Pipelines are valuable also for 
avoiding stagnation and ‘lock-in’.  Unlike ‘buzz’ and ‘noise’, extra-local networks 
are generally less automatic and thus require more effort to develop and 
maintain.  Their presence can benefit not just the direct recipient but others, as 
pipeline obtained knowledge is diffused through local buzz.  
Bathelt et al’s (2004) buzz and pipeline model forms the first of Gluckler’s (2007) 
typology of network types.  He refers to it as ‘global bridging’ as densely 
connected local networks with bridges to extra-local network clusters which act 
as a source of new knowledge and resources.  External links are necessary to 
avoid lock-in.  His other network models include ‘local bridging’ between co-
located diverse networks, as is often trumpeted in relation to cities and their 
ability to engender creativity through cross fertilisation of cultural industry sub-
sectors.  Another type is ‘local brokering’ where weak ties between co-located 
actors who may be on the periphery of networks.  Gluckler (2007) suggests that 
where harnessed, the coming together of these separate networks can be very 
powerful by tapping in to a large pool of diverse resources.  He refers to them as 
“satellite platforms”.  Finally, ‘mobile brokering’ refers to networks generated 
through co-presence at temporary events such as conferences, festivals, and 
exhibitions.  Gluckler (2007 p.630) suggests that temporary clusters are likely to 
be a permanent feature as international mobility is here to stay and thus such 
temporary networks are set to “countervail against the traditional mode of 
permanent locational  proximity”.  Glucker’s (2007) models offer a useful 
typology for classifying network structure.  
Granovetter’s (1973) ‘strength of weak ties’ thesis underpins Glucker’s (2007) 
third network model discussed above.  He proposes that novel information is 
more likely to spread through weak relationships than through strong ones as 
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with the former type of relationship, actors are more likely to exchange similar 
and thus redundant information.  Weak ties in contrast, are more likely to 
introduce novel information into the relationship as: “those to whom we are 
weakly tied are more likely to move in circles different from our own and will thus 
have access to information different from that which we receive” (Granovetter, 
1973 p.1371).  In a study of fine art photographers in New York, Giuffre (1997) 
used network analysis to explore network structure and success.  Her 
conclusions support Granovetter’s thesis, as she found that networks comprising 
many weak ties were particularly beneficial to an artist’s career.  It is important 
though here to sound a cautionary note and avoid conflating strong ties with 
local relationships and weak ties with extra-local relationships (Ettlinger, 2003, 
Grabher, 2006) 
There is a link here with Becker’s (1982) notion of conventions and their role in 
facilitating effective cooperation.  In a rural context and the case of cultural 
industries, the small population may reveal dense networks and thus may 
demonstrate high degrees of shared norms and conventions.  This can be both 
desirable and undesirable.  Conventions can facilitate the spread of tacit 
knowledge but they can also stifle alternative practices.  Actors that are more 
marginal may have greater scope to be innovative as per Becker’s (1982) work 
on naïve and to a lesser extent maverick artists.  
Related to the concept of the network, particularly the notion of ‘strong ties’, is 
the previously introduced notion of a ‘community of practice’.  Whilst a 
community of practice is a network in the sense that it involves connections 
between people, it is more than a network of relationships.  To be part of a 
community of practice requires mutual engagement and commitment to a 
shared interest, concern or activity.  Regular interaction promotes learning either 
intentionally or unintentionally and this in turn is reflected in practice (Wenger, 
1998).  Thus in addition to conceiving relationships between practitioners in 
terms of networks, Wegner’s concept of the community of practice helps to 
extend understanding about practice that might flow from networks based on a 
mutual interest and shared learning.  Furthermore, the concept is pertinent to 
this study’s rural focus as it suggests that practitioners do not have to be 
spatially proximate to develop their practice.  
With regards to rural networks, a review of literature (Atterton, 2007, Beggs, 
Haines and Hubert, 1996) suggests the following  common characteristics; 
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personal network size tends to be small and there is a high level of connectivity 
(density) between actors.  Actor homogeneity is high and personal networks are 
often composed of kin.  Regarding geographical footprint, they tend to be limited 
to the locality however, those of new comers were more likely to be spatially 
diverse.  Finally, multiple resources may flow through the same relationships.  
Reflecting on the above list of characteristics, network size is partly a function of 
population size thus in rural areas compared to an urban setting network size is 
expected to be smaller.  Yet whilst network size might be small, network density 
is expected to be high, as Atterton (2007 p.230) reflects: “While rural areas lack 
the density of firms found in many urban business clusters where networking is 
the norm, they tend to exhibit stronger social or informal networks than urban 
areas”.  This high degree of connectivity fits with the notion of the rural idyll, that 
of the ‘close knit community’.  The related assumptions referring to role 
multiplicity and multiple resource flows, rest on the premise that network ties 
tend to be local.  This assumption however requires testing.  The costs and 
benefits of connectivity also warrant examination.  Atterton (2007) remarks that 
over embededness or lock-in may pose a significant risk for rural businesses 
particularly where networks have few outward connections.  
Relationships are fundamental to cultural industry activity but too much attention 
appears to be given to local networking at the expense of understanding the 
role, significance and extent of extra-local networking, and the latter may prove 
particularly significant for rurally based cultural industries.   
2.7.5 Role and influence of cultural intermediaries  
Cultural intermediaries such as critics and curators, mediate between production 
and consumption and between producers and consumers.  They play an 
important role for some cultural industry sub-sectors such as visual and 
performing arts, the music industry and publishing.  Like ‘cultural industries’, 
‘cultural intermediaries’ has become somewhat of a catchall phrase meaning 
differing things to different people (Hesmondhalgh, 2006, Nixon and Gay, 2002).  
Cultural intermediaries perform an influential role in relation to the symbolic 
production of the cultural goods, the status of the work and accordingly its 
economic value, and they prepare the public to recognise work as art and to 
become consumers.  As such, their role is significant, they have “the monopoly 
of power to consecrate producers or products” (Bourdieu, 1993 p.42).  Their task 
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however, is not an easy one with intermediaries needing to possess a varied 
range of skills: “simultaneously economic dispositions, which in some sectors of 
the field, are totally alien to the producers and also properties close to those of 
the producers whose work they valorise and exploit” (Bourdieu, 1993 p.39). 
Applying the concept to the British and American music industry, Negus (2002) 
proposes that many of the intermediaries come from the bohemian middle class 
and share a common habitus and that this has had a profound effect on the 
development of the music scene.  He (Negus, 2002 p.512) reflects: “in acquiring 
new artists, staff in the British music industry have not been responding, in any 
neutral or obvious way, to the ‘talent available’ or to ‘public demand”.  Negus 
(2002 p.513) continues, the “beliefs, practices and aesthetic dispositions of 
those cultural intermediaries who constitute a ‘rock genre culture’ have 
contributed to the formation of a particular type of music industry”.  This is an 
example of how intermediaries are shaping cultural output.   
The two-way exchange described by Negus distinguishes his model from the 
notion of the ‘gatekeeper’ as employed by Hirsch (1972).  The ‘gatekeeper’ 
concept suggests more of a unidirectional role with work being produced and 
then presented to the gatekeeper who then progress it.  There is little sense of 
gatekeepers moderating between production and consumption.  
2.7.6 Unpredictable demand giving rise to an unstable market  
There is tendency for taste rather than an assessment of performance or 
functionality to drive the demand for cultural goods, thus often creating a volatile 
and ever changing market (Caves, 2000, Power and Jannson, 2006).  
Accordingly, effort does not necessarily equate to earnings and a winner takes 
all outcome is evident in industries such as video game design.  One strategy to 
deal with this uncertainty is to over produce goods (Hirsch, 1972).   
In such a volatile environment, gatekeepers and intermediaries attempt to 
manage the market place (Peterson and Anand, 2004).  In the case of visual 
arts and crafts, often a dealer will specialise in a particular style of work and will  
attempt to nurture a group of artists to ensure a steady supply of work for the 
dealer’s cultivated audience - a group of collectors who know and understand 
the work, and have the means to acquire it.  As Becker theorises dealers here 
are attempting to manage the market: “- to make a messy process more orderly, 
ensuring the stability of their own business and also creating stable conditions 
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under which art can be produced on a regular basis” (Becker, 1982 p.94).  Some 
dealers will acquire a monopoly of an artist through paying them a monthly 
fee/retainer and ensuring that all work produced goes to them.  The relationship 
is not always positive.  The dealer may be slow to pay up or to return work and 
he/she may want to hold back showing work hoping for it to appreciate in value.   
Whilst the power relationship between a gallery and a visual art practitioner 
often favours the gallery, there is a certain interdependence between the two 
and the balance may vary over time.  Whilst particularly at the outset, artist 
prestige is sensitive to the status of the gallery in which work is shown, so too 
the status of the gallery is in large part reliant on the prestige of former and 
present artists (Nooy, 2002, Crane, 2009).  Drawing on Bourdieu’s (1993) 
cultural field theory, Giuffre (1999) refers to galleries as ‘positions’ and artists as 
‘actors’ trying to assume those positions not sure what this means and she goes 
on to say that the status of the artists may impact on the status of the positions, 
i.e. the galleries.  Bystryn (1978) suggests that there are two types of gallery: the 
first, ‘an artist gallery’ concerned with nurturing creativity and typically with close 
links to artist networks and their cultural community.  The second type is ‘a 
critic’s gallery’ which is concerned with marketing a product and is networked 
with the institutional art market.  She found a tendency for artists to transition 
from the first to the second type.   
Writing about the market for contemporary art (defined as art work produced in 
the last 20 years), Crane (2009) notes the rise of the auction house as a market 
place, even though it is a venue more usually associated with the ‘grand 
masters’.  In this elite market, it is auction prices that are driving reputations and 
it is ‘mega-collectors’ that are determining these prices.  Critics, museum 
curators and all but a few art dealers are seeing their influence as intermediaries 
diminish.  Referring to ‘mega-collectors’ and couched in the perspective of the 
culture of production, Crane (2009 p.338) comments: “the tastes of members of 
this new class are reshaping the characteristics of art objects and the art 
markets in which they are sold”.   
2.7.7 Employment practices  
Such an unstable and unpredictable market impacts on labour practices (Banks 
et al, 2000).  Employment is frequently in the form of short term project working 
by time limited temporary teams, a feature for example, of the film industry (Coe 
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and Johns, 2004) and advertising (Grabher, 2002).  Project working reflects a 
tendency for cultural industries to respond to fickle demand by producing a 
constant flow of varying cultural products.  Fixed term project working is 
associated with high levels of self-employment thus producing a mobile 
workforce with high levels of employment insecurity (Scott, 2010).  Place based 
communities of workers combining employment and social relationships are 
common place (Banks et al, 2000, Brown, O'Connor and Cohen, 2000, 
Kloosterman, 2008).  Such place based communities help to manage job 
insecurity and risk through membership of formal and informal practice related 
organisations and through merging work, social and leisure time, what Scott 
(2010 p.123) describes as : “workers commonly devoting considerable amounts 
of time outside the workplace to strategic socialization with each other in an 
effort to maintain an edge in local labour markets”.  Place based communities 
also support the production and circulation of ‘buzz’ and ‘noise’ and can act as 
magnets for practitioners thus continually bolstering the local labour market 
(Scott, 1999a).  Compared to other practitioners, Markusen (2006) proposes that 
visual artists are less constrained by their locational base as, for example, unlike 
performing artists, they are often physically separated from the exchange 
process.    
Visual arts and crafts practitioners do not have standard career paths involving 
formal promotions or demotions.  Rather, their careers are complex, often 
involving multiple short-term contracts and periods of self-employment.  Multiple 
job holding, having a ‘portfolio career’, is common with practitioners who need 
sources of  additional income to enable them to pursue their ‘main’ job (Throsby 
and Zednik, 2011).  In addition, some practitioners rely on private money.  Early 
in an artists’ career the ‘second’ job could be almost anything and as an artist 
becomes more established they tend to be more discerning about their other 
employment.  Compared to the general workforce, artists tend to be better 
educated, experience higher rates of unemployment and underemployment, and 
earn less than people with similar qualifications, training and age, and have 
larger income variability (Menger, 1999).  Many trained visual arts and crafts 
practitioners will work outside the cultural industries sector (Oakley et al, 2008).  
Knowing that returns are low does not appear to deter practitioners from 
pursuing such work. This can perhaps be attributed to a combination of seeing 
work as a ‘labour of love’ and being attracted to risk.  As Menger (1999 p.568) 
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surmises: “the lure of enormous rewards and large social recognition may favour 
an occupational gambling behaviour, as success seems like a lottery game in a 
more speculative market of talents”.  Making a living from one’s creative practice 
is problematic for some as they seek to integrate two identities, one as an artist 
and the other as a small business thriving from their creativity.  Such financial 
issues are particularly complex for visual arts and crafts practitioners, many of 
whom grapple with conflicting feelings around ‘art-versus-money’ and ‘money-
as-validation’ (Taylor and Littleton, 2008).   
Moving forward it is important to reiterate that not all cultural industries share a 
common set of characteristics.  This is unsurprising given the degree of diversity 
within the sector in terms of the nature of the cultural good or service, the 
structure and complexity of the production system, reliance on regular face-to-
face interaction, the particularities of the market, and employment practices.  
Acknowledgement of the variability across differing cultural industry sub sectors 
supports the proposition that the working practices and economic geographies 
of the cultural industries sectors might be highly variable   
Part 2 Conclusion 
The ‘production of culture’, ‘art world’ and ‘field of cultural production’ body of 
literature offers a rigorous approach for examining how cultural industry 
production and consumption processes are organised to transform an idea into 
a cultural good or service available for consumption.  Such an understanding 
should provide a valuable platform for probing the situated nature of cultural 
industry dynamics, in this case, rurally based cultural industries.  This approach 
is also attractive as it provides the potential “to ‘see’ the totality of the process” 
(Pratt, 2004a p.57) and thus all aspects of the system and the complex 
relationships between the differing processes and related actors.  Furthermore, 
such an organisational approach allows the territorial span of the production 
system to be captured and this in turn ensures the identification and 
appreciation of the extent, reach and role of extra-local relationships, as well as 
local relationships.   
Adopting a system approach is in keeping with other studies of rurally based 
cultural industries, which have tended to adopt an outward looking stance, 
locating local activities within the context of wide industry systems.  Gibson’s 
(2004) account, for example of the rise and decline of indigenous music in the 
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national Australian music scene, locates such music production in the context of 
industry wide performance and distribution processes.   
Relying on the above sociological literature alone to guide the study is, however, 
insufficient, for whilst it is strong regarding the organisational and relationship 
aspects, the situated nature of cultural industry activity captured by place and 
spatial aspects, receive little attention.  As this study is specifically concerned 
with such geographical aspects, such an approach would be insufficient on its 
own.  To address the geographical deficit, Scott’s theory of the ‘creative field’ is 
potentially helpful as it attempts to combine social, spatial and place 
considerations to understanding the workings of cultural industries.  The second 
element of Part 2 concerning the characteristics of cultural industries, largely 
from an economic geography perspective, brings to the fore the significance of 
spatial organisation in understanding the dynamics of the sector.  A note of 
caution is however required, as there is a tendency in that literature to attribute 
too much explanatory capacity to the conceptualisation of cultural industries as 
clustered industries reliant on local face to face interaction.  
Chapter 2 Conclusion 
The chapter began by engaging with the highly contested issue of terminology 
and definition and it justified the decision to conceptualise visual arts and crafts 
industries as ‘cultural industries’ rather than ‘creative industries’.  From the 
outset it became evident that this industry grouping is diverse and thus different 
elements of the sector are apt to embody different economic geographies.   
Limitations in the literature regarding the ways in which a rural setting as 
compared to a city setting, mediates the workings of cultural industries, provides 
the impetus for this study and points to its potential contribution to knowledge.  
The rural script that has gathered pace through this literature review challenges 
the picture most usually painted of cultural industries as essentially city-based 
activities.   
Reviewing sociological and geographical literature, place, social relationships 
and spatial organisation emerge as three interlinked dimensions that have the 
potential to advance understanding of the ‘conception to commodity’ 
transformation.  Accordingly, exploring the impact of a rural setting on the 
workings of rurally based cultural industries through a multi-dimensional analysis 
combining spatial organisation, place and relationships concepts, structured 
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according to the stages of the production system, appears a fruitful approach for 
progressing the study.   
Whilst there is overlap and inter-dependence between the three analytical 
lenses, to overcome the tendency to fixate on the explanatory capacity of cluster 
thinking at the expense of full consideration of the roles of place and external 
relationships, the three lenses are best analysed both separately and in relation 
to each other.  Furthermore, in operationalising this approach - a task for 
Chapter 3 - care will need to be taken to develop an analytical framework that 
recognises potential inconsistencies between the dimensions, for example, 
which may arise in combining spatial analysis with network analysis given the 
non-spatial essence of the later.  
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 RESEARCH APPROACH, METHODOLOGY  Chapter 3
AND METHODS  
3.1 Introduction 
The aim of this chapter is threefold.  Firstly, informed by the literature review, to 
pull together concepts and theories from the previous discussion to form a 
conceptual and analytical framework to guide the empirical research phase and 
subsequent discussion of the findings.  Secondly, to explain the research 
approach developed to explore the workings of rurally based cultural industries 
through a mixed methods case study of visual arts and crafts industries based in 
Stroud, Gloucestershire UK.  Thirdly, to detail the research methods employed, 
those being, a survey, semi-structured interviews and field engagement. 
The starting place for the above task is to present the conceptual and analytical 
framework and this leads onto the second section, which discusses the 
associated data needs and sets out the rationale for drawing on both qualitative 
and quantitative data to address the research question.  The third section 
justifies the methodological approach, that of a mixed methods case study and 
in doing so engages with the wider discourse about the ability to combine 
methods associated with differing research paradigms.  The fourth section 
provides a detailed discussion of the research methods employed.  The final 
section sets out the approach to data analysis.  Figure 3 displays the research 
process which in turn provides the structure for the chapter. 
 
Figure 3 Research process 
Conceptual and analytical  framework 
Data needs 
Research methodology 
Research methods 
Data analysis and interpretation 
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3.2 Operationalising the conceptual framework  
In this section, concepts introduced in Chapter 2 are operationalised to address 
the research question: In what ways and to what extent does a rural context 
shape the workings of rurally based cultural industries? 
3.2.1 Analytical approach  
The approach devised to address the research question involves a multi-layered 
and multi-dimensional analysis as depicted in  
Figure 4 below. 
 
Figure 4 Conceptual and analytical framework 
Production System 
Conception 
Relationship Analysis 
 
Place Analysis Spatial Analysis 
Rural Cultural Field 
• Cultural and social capital  
• Knowledge exchange  
• Conventions/institutions 
 
• Social networks 
• Communities of practice 
• Untraded interdependencies  
conception, production, distribution, exchange, consumption 
• Material, lived, imagined place 
• Local/creative milieu, 
authenticity 
• Place based work/social 
communities 
• Agglomeration  
• Cluster 
• Horizontal & 
vertical 
relationships  
 
Commodity 
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The multi-layered approach to address the research question involves 
identifying the production system for visual arts and crafts cultural industries, 
structured according to the ‘conception to commodity’ journey and then probing 
how a rural context is implicated in the identified production system.  The 
implications of the rural context are captured in the notion of the rural cultural 
field, which is elaborated through a multi-dimensional analysis combining spatial 
organisation, relationship and place concepts.  This multi-layered approach is 
rooted in the fields of sociology and economic geography.  The remainder of this 
section sets out how each element of the analytical framework is 
operationalised.  
3.2.2 The rural cultural field 
The rural cultural field element draws on the work of Bourdieu (1993) and Scott 
(1999a, 2006b, 2010) to capture the notion that visual arts and crafts activities 
are essentially a social phenomenon mediated by relationships, spatial 
organisation and place.  This multi-dimensional approach aims for a more 
comprehensive understanding of the workings of rurally based cultural industries 
by recognising this interdependency (shown on  
Figure 4 as dashed lines) between relationships, spatial organisation and place. 
3.2.3 Analysing the production system  
Operationalizing the concept of the production system, involves identifying all 
the types of people that might be involved and the types of activities they 
perform in moving from ‘conception to commodity’.  In the case of painting, this 
may involve consideration of co-operative relationships between creative 
practitioners, financiers, sponsors, manufacturers, suppliers of materials, 
curators, museums, critics, dealers, collectors, the public, and the work of fellow 
painters.  Becker’s (1982) advice to start with a group of people that co-operate 
to produce a piece of work and then to extend outwards to encompass other 
groups of related actors, in order to build as full a picture as possible of the ‘co-
operating network’ centred on the production system, is followed.   
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Drawing on Coe and John’s (2004) approach, the following aspects are 
investigated in pursuit of producing the picture of the production system: 
• the structure of the system  -  the processes  
• territoriality – geographical footprint of the system 
• governance – the relationships and interdependencies between actors 
and the processes 
A focus on cultural intermediaries has the potential to illuminate the relationship 
between consumption and production processes and thus between cultural and 
economic practices and particularly their interdependencies (Nixon and Gay, 
2002).   
3.2.4 Analysing relationships  
Relationships are a fundamental unit of analysis in both Becker’s (1982) and 
Bourdieu’s (1993) work, even if their conceptualisation of relationships differ.  
Becker equates observed networks of relationships with structure whilst 
Bourdieu distinguishes between structure and interaction, viewing interactions 
as the “consequences rather than the sources and causes of social structure” 
(de Nooy, 2003 p.317).  To analyse relationships Bourdieu employed 
correspondence analysis and Becker says little about his approach to analysing 
networks.  
Cultural industry sector specific case studies have tended to produce partial 
pictures of relationship activities as there has been a tendency to frame analysis 
in the context of agglomeration and clusters alone (Scott, 1999b, Brown, 
O'Connor and Cohen, 2000).  Such an approach overlooks that networks are in 
essence social and not territorial constructs (Ter Wal and Boschma, 2008, 
Boschma and Ter Wal, 2007), as Gluckler (2007 p.627) writes, “Networks are 
topographical associations between actors without an inherent geography”.  This 
study conceives networks first and foremost as non-spatial entities however, it 
acknowledges that networks may have spatial attributes.  Indeed, for analytical 
purposes, this study refers to ‘local’ and ‘extra-local’ relationships, the latter 
referring to relationships with actors beyond the case study boundary.  The 
important point is that the analysis of networks is not confined to local spatial 
concentrations of activity.  Such decoupling opens up consideration of the 
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significance of being in the right network and being in the right place (Ter Wal 
and Boschma, 2008).  Sometimes these will be one and the same but this 
cannot be assumed.  The concept of communities of practice (Wenger, 1998) is 
employed to explore the relationship/place/spatial dynamic. 
Whilst network thinking is presented as critical to understanding the workings of 
cultural industries (Brown, O'Connor and Cohen, 2000, Coe and Johns, 2004, 
Johns, 2010, Pratt and Jeffcutt, 2009, Pratt, 2011) few studies have employed 
formal social network analysis (SNA) as a vehicle for empirically investigating 
relationships (Giuffre, 1999, Comunian, 2006).  Formal SNA, with its roots in 
anthropology, sociology and mathematics, offers a well-developed approach for 
systematically describing, visualising, measuring and attempting to explain 
cultural industries dynamics (Wellman, 1983, Scott, 2002).  
Acknowledging the significance of relationships, SNA is employed in this study 
as a means to explore relational ties and their significance for shaping the 
workings of visual arts and crafts cultural industries.  Relationships as explored 
through SNA has the potential to illuminate the visual arts and crafts production 
system, offer insights about the governance of the system, and reveal the 
relational dynamics between the plethora of actors involved in the range of 
processes that make up the system.  SNA also supports investigation of access 
to and exchange of cultural capital and the presence of conventions.  
3.2.4.1.1 Social network analysis 
Typically, a SNA informed study involves identifying actors and describing how 
they are connected.  The structure of these relationships is then studied to 
explore how the shape of the network and an actor’s (e.g. individuals or 
businesses) position within it can affect and explain for example their access to 
economic and symbolic capital, behaviour, attitudes, influence and power 
(Wellman, 1983).  Fundamental to network thinking is the idea that structure 
matters, as such “social structures facilitate and constrain opportunities, 
behaviour and cognitions” (Carrasco et al, 2008 p.963).  Applied to this study, 
SNA is used to provide insight into:  
• the composition of networks,  
• geographical span of networks,  
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• who is interacting with who, and the degree of similarly or difference 
between those involved in the relationship:  
• the purpose of the interaction and what capital, resources, ideas, 
knowledge, information are interchanged or what resources become 
accessible as a result of the relationship and being part of a particular 
network.  
• the concept of untraded relationships by attempting to make more visible 
the flow and exchange of capital within networks. 
• the locus of power locally and to help identify ‘key players’ in the sector.    
Importantly, untraded relationships and embededness need not imply a local 
spatial dimension.  As Ettlinger (2003 p.160) argues “embeddedness is not 
necessarily a local matter because it can have many geographies, from being 
localised and rooted in local social tradition to being spread across space, 
whereby social relations are embedded in the network itself and are not 
necessarily bound to a particular locality”.   
There are two types of formal network study, a whole network study and an 
ego/personal network study (distinction discussed in 3.5.1.2.).  This study 
employs a personal network approach as it is concerned with network 
composition, the basis of relationships, the sorts of resources that flow through 
the networks and, critically, relationships wherever they may be based, 
geographically or organisationally and how they may account for the workings of 
the sector.  A consequence of opting for a personal network approach is that it 
does not enable detailed structural analysis of the arts and crafts sector in the 
case study area.  However, an insight into the structural characteristics of the 
sector can be gained through methods other than SNA, such as interviewing.   
3.2.5 Analysing spatial organisation  
Growing critique of the tendency to explain the workings of cultural industries in 
terms of agglomeration theory and particularly cluster theory (Sunley et al, 2008, 
van Heur, 2009, Coe and Johns, 2004, Martin and Sunley, 2003) suggests the 
need for a questioning approach, which rather than assume the presence of a 
cluster, examines the dynamics of the spatial concentration to arrive at a 
conclusion.   
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The horizontal and vertical elements of Bathelt’s (2002) framework for analysing 
cluster dimensions are drawn upon to illuminate the production system and to 
probe its spatial aspect.  
Horizontal dimension – concerns the extent to which businesses within a 
geographical area are involved in similar activities.  High degrees of similarity 
supposedly fuels product differentiation and innovation (Bathelt, 2002).  Maskell 
(2001) suggests that businesses involved in similar activities do not need to 
interact and mere co-location alone is sufficient and beneficial as it enables firms 
to monitor what their competitors are doing whilst benefiting from externalities 
associated with the pure agglomeration model referred to in Chapter 2.   
Vertical dimension – concerns the extent of functionally dissimilar, yet related 
businesses that contribute to different processes in a production system.  
Probing the horizontal and vertical dimensions and the interaction between 
these aspects will enable the spatial identification of the types of businesses 
present in the case study and their contribution to and position in the production 
system.   
Analysis of the physical location of the components that make up the visual arts 
and crafts production system in the case study area, combined with relationship 
analysis, will be considered in relation to Gordon and McCann’s (2000) typology 
of ideal agglomeration types to ascertain, which if any type, most closely 
captures the situation in the case study area.   
3.2.6 Analysing place 
Analysis of the place dimension in cultural industries studies typically involves 
employing a multiple-dimensional notion of place.  Collis et al (2010) in their 
study of suburban-based cultural industries, for example, use Soya’s 
understanding of place which involves a three way conceptualisation comprising 
material, imagined and experiential aspects.  Such an approach they advocate 
“provides a complex and nuanced understanding of the ways in which creative 
industries operate” (Collis, Felton and Graham, 2010 p.105).  Similarly Drake 
(Drake, 2003 p.513) in his study of the impact of place on individual aesthetic 
creativity, embarked on his study stating that it was important “to see places as 
a subjective, imagined and emotional phenomena as well as objective and ‘real’ 
entities”.  A final example of a multi-dimensional conceptualisation of place is 
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Heebels and Van Aalst’s (2010 p.351) study of Berlin.  They examine how the 
physicality of place shapes knowledge production within creative clusters and 
probe both the functional experiences of the built form and the ‘sense of place’.     
Turning to rural studies, here too, the trend is towards conceiving of rural place 
as embodying a number of dimensions.  Rooted in Henri Lefebvre’s work – The 
Production of Space (1991), Halfacree (2007, 2006), too proposes a three-fold 
model which comprises rural localities – the distinct spatial practices associated 
with the rural, formal representations -  professionals, such as planners’ and 
politicians’ expressions of the rural  and everyday lives of the rural – practised 
rurality.  Cloke (2006 p.24) stresses the interconnectedness of different 
conceptualisations commenting “rather than understanding material, imaginative 
and practice ruralities as somehow separate, it is possible – indeed seemingly 
strongly advisable – to see them as intrinsically and dynamically intertwined and 
embodied with ‘flesh and blood’ culture and with real life relationships”.  Such 
hybrid models capture the complexity of place and the limitations of relying on 
only a single notion of the rural.  As Murdock and Pratt (1997 p.57) reflect; 
“There is no one unique and privileged vantage point, no centre from which the 
rural can be captured and assessed. Rather, we must accept that academic 
studies of the rural will be characterised by partial, incomplete and contingent 
views of increasingly complex ruralities”.  
The value of conceiving place as multi-dimensional is convincingly made by 
cultural industries scholars (Collis, Felton and Graham, 2010, Drake, 2003, 
Heebels and Van Aalst, 2010) and rural studies scholars (Halfacree, 2006, 
Cloke, 2006) and is the approach adopted in this study.   
Within this multi-dimensional approach, particular attention is given to the social 
construction of rural place on the grounds that the notion of rural place is 
associated with images and perceptions that are very far removed from those of 
the city – the supposed quintessential home of cultural industries.  Whilst 
materially, rural and urban places are undoubtedly different, some of the 
material aspects of place heralded as conducive to the cultural field (Scott, 
2010) may prove to be less decisive than the perceptions and meanings 
attached to the perception of the rural and, ultimately, the lived experiences of 
rurally based cultural industries.   
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The multi-dimensional approach will also be explored through the concept of the 
local/creative milieu and its reference to the notion of ‘hard’ and ‘soft’ factors.  
Whilst the ‘hard’ factors (labour, raw materials, physical environment) of the 
milieu concept are tangible, the ‘soft’ factors (the feel of the place, the social 
atmosphere, conventions) are somewhat intangible making investigation more 
challenging.  The notion of authenticity will also be explored as will the presence 
and impact of place based work/social communities. 
 
Having set out the conceptual and analytical framework, the chapter next 
addresses the arising data needs, the second step in the research process as 
per Figure 3  
 
3.3 Data needs  
This section considers what data will most appropriately enable the research 
question and related concepts to be addressed.  Data can be classified as 
quantitative - structured numerical data or qualitative - semi-structured and 
unstructured textual data (Niglas, 2010).  Typically, quantitative data are 
collected to describe numerically a phenomenon and attempts to identify causal 
relationships between variables and or make inferences about the likelihood of 
being able to generalise from a relevant sample (Halfpenny, 2001).  Non-
numerical data emphasise the qualities and meanings of entities and processes 
and the goal is around developing in-depth understanding and uncovering 
meaning (Denzin and Lincoln, 2000).  Table 1 summarises the focus of data 
collection and the type of data needed.       
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Focus of data collection Type of data 
Data needed to identify the workings of the sector:  
• types of visual art and craft performed 
• finance sources  
• approach to content origination 
• production activities  
• exchange practices – exhibition and retail 
• relationship between processes  
• employment practices 
• profile of cultural infrastructure 
Probe through a 
mixture of qualitative 
and quantitative data.   
Data needed to probe the spatial organisation 
dimension:  
• Physical location of visual arts and crafts activities 
• Types of actors present – identifiable actor groups  
• Connectivity between actor groups 
 
Data needed to probe the relationships dimension: 
• personal networking habits – network size, 
composition, basis of relationship, what flows 
through personal networks, knowledge and capital 
exchange.  
• Geographical span of transactional and personal 
networks 
• Cohesiveness of the actor groups 
• Connectivity between actor groups 
• significance of different types of proximity, spatial, 
institutional, practice, cognitive, social, 
organisational 
 
Data needed to probe the place dimension: 
• Material aspects of place 
• Sense of place, atmosphere 
• Experiences of place, place based communities 
• Authenticity  
Qualitative data to 
probe the place, 
networks and spatial 
organisation 
dimensions.   
 
Quantitative data to 
map the geographical 
location of cultural 
industries.  
Quantitative data in the 
form of relation data to 
explore the personal 
network dimension. 
 
Table 1 Data needs 
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Data relating to working practices are structured according to the range of 
processes that comprise the production system and in doing so generate the 
need to collect data about the creation, production, distribution and exchange 
processes of visual arts and crafts industries based in the case study area.  With 
such data, a picture can be constructed of both the processes that are most 
prevalent in the case study area and how locally based cultural industries also 
feed into and rely on processes that are located beyond the case study area.  
The variability across visual arts and crafts practices and the complexity in 
particular, of the creative and production processes, provides the rationale for 
exploring these processes through qualitative data.  Aspects of distribution and 
exhibition are more structured and thus amenable to quantitative data collection.   
Collecting data in relation to the three analytical lenses generates the need to 
generate data about the three dimensions, place, social networks and spatial 
organisation.  The spatial organisation element gave rise to the need for 
structured data to probe work location and type of working environment and 
qualitative data are collected to identify the main actor groups and probe the 
nature and degree of connectivity between the actor groups.  A combination of 
quantitative and qualitative data are needed to investigate the social network 
element.  Quantitative data to explore the scale, geographical spread and the 
resources passing through networks and qualitative data to provide insights on 
structural characteristics of networks in the case study area10, and to explain the 
meaning that relationships have for practitioners.  The collection of quantitative 
social network data enable greater measurement, a feature missing from much 
cultural industry research which has tended to refer to the network dimension 
metaphorically, an obvious example being Scott’s (2010) work on the creative 
field.  Qualitative data are needed to obtain an insight into the structure of 
networks spanning the case study area.  For the place dimension, data are 
collected that evidences the real, imagined and lived experiences of place and 
how they shape working practices.  The complex and multi-faceted nature of the 
place concept leads to a greater reliance on qualitative data to probe this 
concept. 
Whilst this research draws on both qualitative and quantitative data, qualitative 
data play a broader role in that they are used in relation to several elements of                                                         
10 As will become evident as the chapter progresses it was not possible in this research 
to quantitatively measure the structural dimension.  
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the research whilst the quantitative data are primarily employed in the social 
network and spatial organisational elements.  The quantitative data helped 
create a 'framework' that could then be investigated in greater depth through the 
collection of qualitative data to provide an understanding of the constitutive 
relationships and interactions between actors.  The need to collect both types of 
data in order to address the research questions provides the rationale for a 
mixed methods approach.   
3.4 Research methodology  
Having identified the types of data that will most appropriately enable the 
research question to be addressed, this section concerns the strategy deemed 
most effective for generating the data, i.e. the research methodology element of 
Mixed methods research  
3.4.1 Mixed methods research 
In the previous section, the argument was made that to respond to the research 
questions it was appropriate to collect both quantitative and qualitative data and 
thus to pursue a mixed methods approach.  Further support for such an 
approach comes from the position adopted in this thesis that multiple methods 
rather than a mono method are more likely to capture the multifaceted nature of 
social research into complex social phenomena, a view reflected in the following 
comment by Fontana and Frey (2005 p.722): “Humans are complex, and their 
lives are ever changing. The more methods we use to study them, the better our 
chances will be to gain some understanding of how they construct their lives and 
the stories they tell us about them”.  Furthermore, Edwards (2010) stresses the 
complimentary benefits of combining qualitative and quantitative approaches.  
Writing about SNA, a key element of this study, she reflects: “Formal 
approaches remain valuable because they offer what qualitative approaches 
cannot: they are able to map and measure certain aspects of social relations in 
a systematic and precise fashion.  However, qualitative approaches can also 
offer what quantitative approaches cannot: they can add an awareness of 
process, change, content and context” (Edwards, 2010 p.5).  Thus, this research 
proceeds on the basis that combining a mixture of methods can reveal different 
dimensions of the working practices of cultural industries.  In terms of a 
definition, Teddlie and Tashakkori (2006 p.15) describe mixed methods  as 
”research in which the investigator collects and analyses data, integrates the 
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findings, and draws inferences using both qualitative and quantitative 
approaches or methods in a single study or program of inquiry”.   
This section is in two parts.  The first engages with the philosophical debate 
surrounding mixed methods research and the second part moves on to justify 
the chosen approach to operationalising mixed methods, that of a sequential 
design.  
3.4.1.1 Paradigms and mixed methods research   
Mixed methods research has been growing in popularity as more and more 
scholars accept a blurring of the boundaries between quantitative and qualitative 
approaches (Fontana and Frey, 2005, Bergman, 2008).  In addition, it is worth 
noting that some research approaches have evolved from both qualitative and 
quantitative traditions, as is the case with SNA (Edwards, 2010).  Mixed 
methods research does however give rise to a number of debates, a significant 
one being the treatment of paradigms in mixed methods research.  
At its most generic, a paradigm is a set of ontological, epistemological and 
axiological positions that suggest a particular approach to the research process.  
Reliance on a quantitative approach is closely associated with the positivist 
paradigm. This theoretical perspective, whilst spawning a number of variations, 
broadly, upholds the existence of reality independent of human experience of it, 
is associated with empiricism – which champions the importance of observation 
and the notion of factual i.e. objective data, aspires to value-free research and 
seeks to discover ‘laws’ of society (Halfpenny, 2001, Filmer et al, 2004).  
Turning to qualitative research, this is closely associated with the interpretive 
paradigm11, which again accepting a number of variations, rejects the notion of a 
single reality in favour of multiple constructed realities, perceives data as 
subjective and to a greater or lesser extent dependent on the knower, 
recognises a role for values in research and focuses on localised meaning and 
interpretation (Filmer et al, 2004, Biesta, 2010).  Clearly, there are ontological, 
epistemological, axiological and goals differences, differences which beg the 
question as to whether it is possible or desirable to mix research methods 
associated with differing paradigms.  Table 2 below lists six potential responses 
to this question.  
                                                        
11 a number of variations in between, such as post-positivism, critical theory and 
feminism {{282 Guba, E. 1994;296 Crotty, M. 1998; 369 Niglas, Katrin. 2010}}).   
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Position  Explanation  
A–paradigmatic thesis Epistemological compatibility is not an issue as 
methods and paradigms are considered as 
independent of each other.  Mixed methods research 
is uncontroversial. 
Incompatibility thesis The mixing of methods is not possible as a result of 
the incompatibility of paradigms.  
Complementary 
strengths 
The mixing of methods is possible provided the 
strengths and weaknesses of each paradigm are 
recognised.  
Single paradigm  A single paradigm should underpin mixed methods 
research.  Pragmatism is widely advocated as the 
preferred single paradigm and to a lesser extent 
critical realism and the transformative-emancipatory 
paradigm.  
Dialectic stance  All paradigms have a contribution to make. Value in 
considering the tensions between the paradigms.  
Multiple paradigms  Multiple paradigms may provide a foundation for 
mixed methods research, the appropriateness of one 
paradigm rather than another depends on the purpose 
of the study.  
Table 2 Paradigms and mixed methods research 
(Based on (Teddlie and Tashakkori, 2003)) 
Support for the incompatibility thesis (Guba and Lincoln, 1994) listed in Table 2 
has waned.  Increasingly, scholars are questioning the premise that qualitative 
and quantitative research approaches constitute distinct homogenous groups 
that stand in contrast to one another.  Bergman (2008) convincingly argues that 
both groups comprise heterogeneous ‘families’ of methods, some of which will 
exhibit characteristics associated with the other.  Flyvbjerg (2004 p.241) too 
describes as ‘spurious’ the supposed separation between quantitative and 
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qualitative methods.  The inability to define clear boundaries between the two 
types of data, Bergman (2008) argues, provides grounds against a formulaic 
approach to research, which ties a specific type of data collection and data 
analysis to a particular paradigm.  Similarly, Biesta (2010p.102) argues “The 
suggestion that research that uses numbers or statistics is necessarily 
committed to, say, an objectivist epistemology is both wrong and unhelpful”.  
These scholars make a convincing argument for a less rigid approach to 
understanding qualitative and quantitative research and this in turn paves the 
way for a degree of paradigmatic compatibility.  There remain however, 
respected scholars who hold that whilst perspectives can be mixed, paradigms 
cannot (Denzin and Lincoln, 2000).  
Referring to Table 2, the position argued in this thesis is that of the 
complementary strengths thesis i.e. that the mixing of methods is possible 
provided the strengths and weaknesses of associated paradigms are 
recognised.  Whilst important, paradigm thinking is not the only factor shaping 
the research process. Thinking for example, about decisions pertaining to data 
needs and collection methods and data analysis will undoubtedly be informed by 
philosophical assumptions but they may also be shaped by other considerations 
such as availability of participants, time and resource availability or say the 
desire to employ a particular method.  In this study, the decision to collect 
quantitative social network data primarily arose from an identified scarcity of this 
type of data with regards to cultural industries.  By recognising that a number of 
factors can inform methodological decisions this thesis  argues that a case can 
be made for pursuing a research strategy, that combines methods associated 
with differing paradigms provided that the assumptions underpinning the 
paradigms are recognised as with the ‘complementary strengths thesis’.  
To close this part of the methodology discussion, a brief comment on the 
ontological and epistemological assumptions that the researcher brings to this 
research study.  The pursuit of universal truth which can claim to be value-free, 
as per the classic positivist perspective (Gomm, 2000, Hammersley, 1995) 
appears highly questionable in terms of both deliverability and desirability.  
Rather, a research pursuit that is driven by the goal of uncovering meaning and 
understanding, that accepts that multiple ‘truths’ can co-exist, and that 
observations are socially and contextually situated and thus subjective 
observations are valued, appears more useful for this research (Denzin and 
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Lincoln, 2000).  As a human focused research pursuit, social science is engaged 
in an interactive activity, an activity that is shaped by all involved as Denzin and 
Lincoln (2000 p.19) sum up well “There are no objective observations, only 
observations socially situated in the worlds of – and between- the observer and 
the observed”.  In this research study, the researcher’s constructivist leanings 
have inevitably informed how the researcher has conducted this research and 
the claims made from the data.  Here, the aim of the research is better 
understanding about an under researched phenomena – rurally based cultural 
industries, and the research approach, whilst combining quantitative and 
qualitative approaches is more qualitatively rooted.  The researcher’s biography, 
value system, disposition and expertise for particular research methods are also 
recognised as playing a role in the research process, as Denzin and Lincoln 
comment ““Any gaze is always filtered through the lenses of language, gender, 
social class, race and ethnicity” (Denzin and Lincoln, 2000p.19). 
3.4.1.2 Mixed methods design 
Having established the rationale and implications of pursuing a mixed methods 
rationale, the section moves on to address how the mixed methods approach 
was operationalised.  The field is awash with typologies of mixed methods 
research designs, of which Teddlie and Tashakkori (2003) and Creswell et al 
(2003) provide helpful overviews.  They propose three variables to distinguish 
designs.  Firstly, the sequence of data collection - be it sequential or concurrent 
secondly, the weight given to each form of data and thirdly, the stage in the 
research process where the mixing occurs, e.g. research questions, data 
collection, analysis and/ or interpretation.  
Data collection for this study was largely sequential as visualised in Figure 5.  
Phase 1 aimed to generate data from a large sample in order to construct a 
profile of the chosen cultural industries sectors in the case study area, to gather 
network data and to identify themes about place, networks and spatial 
organisation to probe in a more detailed manner in the second phase. 
Accordingly, an online questionnaire was used to collect both quantitative 
(including relational data) and qualitative data between November 2009 – 
January 2010.  (A fuller discussion of the methods takes place in S.3.5).  Phase 
2 sought to follow up in a more in-depth manner on findings from phase one in 
relation to the ability of networks, place and spatial organisation to shape the 
working practices of cultural industries in rural areas.  Phase 2 involved a series 
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of semi-structured interviews which generated qualitative data and these were 
conducted between May 2010 – October 2010.  Field engagement spanned 
phases one and two and involved participation in the calendar of visual arts and 
crafts events in the case study area during the period March 2008 – September 
2011.  In terms of the priority given to qualitative and quantitative data, the 
balance tips in favour of qualitative data except with regards to the network 
dimension where equal weight was given to the quantitative relational data and 
the qualitatively generated network insights.  The mixing of qualitative and 
quantitative approaches and methods took place at data collection, data 
analysis and the data interpretation stages of the research process.   
 
Figure 5 Largely sequential explanatory design 
 
The tendency to generate qualitative data in real life settings provides part of the 
justification for choosing to pursue a case study research strategy to which 
attention turns in the second part of this methodology section.  
On-line questionnaire 
• Quantitative data 
• Relational data  
• Qualitative data  
Semi-structured interviews 
• Qualitative data  
Field engagement (March 
2008 – September 2011) 
• Qualitative data  
Phase 1 (November – January 2010) 
Phase 2 (May 2010 – October 2010) 
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3.4.2 Case study 
A case study methodology has much to offer when the aim of the research is “to 
understand complex social phenomena” (Yin, 2009 p.4) in a real-life context and 
where the purpose of the research is explanatory in nature.  In this study, the 
research aim is about understanding a complex phenomenon – the working 
practices of cultural industries, in a real-life context -  a rural setting and the 
chosen approach is explanatory - the intention being to probe the extent to 
which the working practices can be explained through and investigation of place, 
relationships and spatial organisation. 
A case study approach is popular in the field of creative industries research. 
Examples include Bas van Heur’s (2009) study of music production in Berlin and 
London, Bathelt’s (2002) study of the media industry in Leipzig and the Banks et 
al study of risk and trust in cultural industries in Manchester (2000).  Pratt and 
Jeffcutt (2011) are in no doubt of the value of conducting detailed studies of 
particular cultural industries and for these to be place specific, they also argue 
for more qualitative methods on the grounds that they are more appropriate for 
the job, with particular reference to the inability of quantitative methods to pick 
up the ‘residuals’ of economic calculation. 
Having introduced the case study, this section proceeds by firstly, discussing the 
rationale for conducting a case study, secondly, case study design 
considerations, and thirdly, case study area and cultural industry selection. 
3.4.2.1 Rationale for a case study 
Yin proposes a number of criteria for the task of deciding a research design,   
“the first and most important condition for differentiating among various research 
methods is to classify the type of research question being asked” (Yin, 2009 
p.10).  He goes on to suggest that the case study is particularly appropriate for 
“how” and “why” type explanatory questions and where ‘what’ type research 
questions are descriptive in nature. Other factors for determining the research 
methodology are the extent to which the researcher can control the 
phenomenon under investigation and whether the focus is on contemporary or 
historical events. A case study is preferred when behaviours cannot be 
controlled and where the events are contemporary (Yin, 2009). 
Reflecting on Yin’s (2009) criteria above, in this research, a case study has 
distinct advantages over say an experiment or purely historical study.  Firstly, a 
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case study is particularly apt at responding to this study’s type of research 
question.  Referring to the research question this thesis contains both an 
exploratory ‘what’ element in terms of identifying the workings and working 
practices, and an explanatory element in terms of accounting for the identified 
workings.  Secondly, the study focuses on a present day phenomenon and 
thirdly, the context is real-life and thus the manipulation of behaviour is not 
possible.  
The case study design is not without its critics.  Flyvberg (2004) responds to five 
regularly cited criticisms and what he refers to as misunderstandings, namely 
that context independent knowledge is more valuable to context dependent 
knowledge, single cases are not generalisable, the case study is more 
appropriate for hypothesis generation than testing, that case studies are 
inherently biased and that there is a difficulty with theorising from case studies.  
He robustly counters each of the above.  The debate about generalisability and 
theory building is picked up in the next section. 
3.4.2.2 Case study design considerations and decisions 
Pursuing a case study approach requires clarification about the unit of analysis 
i.e. what it is a case of and decisions about whether to pursue a single or 
multiple-case design and furthermore whether to involve a single or multiple 
units of analysis.  Turning first to the unit of analysis, this study is a case of the 
working practices of rurally based cultural industries and as will be justified later 
in this section, the case is confined to visual arts and crafts cultural industries in 
the Stroud District, Gloucestershire.  Regards types of study, Yin (2009) and 
Stake (2005, 2003) propose a number of classifications. Yin distinguishes 
between explanatory, exploratory and descriptive studies, and Stake between 
intrinsic, instrumental and collective.  Based on these classifications, this study 
is largely explanatory and to a lesser extent descriptive, and it can also be 
described as instrumental in that whilst understanding of the particularities of the 
working practices of visual arts and crafts industries in Stroud is valued, as 
reflective of an ‘intrinsic study’, the overriding aim is to use the case study to 
develop theory and inform policy. 
Choosing between a single case and multiple case studies has attracted much 
attention.  As noted earlier, common critiques raised about the case study 
concern the ability or not to generalise from a single or small number of cases 
and the ability to develop theory.  Robustly responding to this concern, Yin 
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(2009) advises distinguishing between ‘statistical generalisation’ and ‘analytical 
generalisation’.  The former, which is the more widely recognised of the two, 
involves making inferences about a population based on the findings of a 
representative sample.  Analytical generalisation however, is concerned with 
generalising a set of results to broader theory and helping to develop it (Yin, 
2009) and the number of cases is less relevant to such generalisation.  Data can 
also be generalised to other contexts or settings and here again the number of 
cases may not be critical (Brannen, 2005). 
Flyvberg (2004), like Yin (2009) argues that a case study can contribute to 
theory building and he too argues this on the grounds of “strategic selection of 
cases”. But whilst recognising the value of generalisation, Flyvbjerg (2004 
p.228) goes on to say that whilst laudable, it need not be a universal goal and 
that for example, descriptive context specific studies can make a valuable 
contribution to knowledge development “generalization is overvalued as a 
source of scientific development, whereas “the force of example” is 
underestimated”.  Stake (2005) portrays a similar sentiment arguing that 
generalisation should not be pursued at the expense of understanding the case.  
The convincing arguments put forward by Yin (2009) , Flyvbjerg (2004) and 
Stake (2005) above, led to the decision to pursue a single case study.  This was 
justified on the basis that a well-chosen single case could be sufficient for the 
purposes of theory building, an intended outcome of this research, the view that 
to have conducted more than one case study risked compromising the level of 
depth needed to develop a rich understanding of the workings of cultural 
industries and researcher capacity.   
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Yin 
• Critical case – theory testing 
• Extreme or unique case – rarity of 
case warrants documentation and 
analysis 
• Representative or typical case – 
capturing everyday commonplace 
situation 
• Revelatory case - Researching a 
previously inaccessible 
phenomenon 
• Longitudinal -  studying same case 
a points in time 
Flyvbjerg 
• Extreme or deviant cases – 
information on unusual cases 
• Maximum variation – assessing the 
significance of various 
circumstances 
• Critical cases – aim is logical 
deduction 
• Paradigmatic – support a particular 
school 
 
Table 3 Rationales for a single small number case studies 
(Based on Yin (2009) and Flyvbjerg (2004))  
Proceeding on the basis of a single case study, both Yin (2009) and Flyvbjerg 
(2004) offer advice on the types of cases that can be studied in the singular and 
these are outlined in Table 3 and informed the case selection decision.  
Turning to case selection, both Flyvbjerg (2004) and Stake (2005) advise 
strategic selection, i.e. choosing a case that is information rich and which holds 
the opportunity to learn.  In relation to this, Stake (2005 p.451) highlights the 
importance of accessibility and spending time on the case, he comments “My 
choice would be to choose that case from which we feel we can learn the most.  
That may mean taking the one most accessible or the one we can spend most 
time with”.  
Drawing on the above counsel, the Stroud District in Gloucestershire was 
chosen as the case study area as it was rural, home to a concentration of 
cultural industry activities (Comedia., 2005), there were practitioners operating 
at a range of levels from internationally acclaimed to recreational practitioners, 
engagement from the sector was expected to be forthcoming as the local 
authority was sponsoring the research project and finally the location was 
geographically accessible to the researcher.  Reflecting on Table 3 above, the 
case of the working practices of cultural industries in the rural area of Stroud is 
most akin to Yin’s (2009) notion of the revelatory case.  For the reasons referred 
to above, Stroud was chosen as it had the potential to be an informative case of 
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a phenomenon i.e. the working practices of rurally based cultural industries, 
which as Chapter 2 established, is under researched.  It is not that rural cultural 
industries are inaccessible but rather few scholars have chosen to research 
them.   
Visual arts and crafts cultural industries were chosen for investigation within the 
Stroud District.  The prime reason for choosing these cultural industries was that 
they were the dominant cultural industries sectors in the District (Comedia., 
2005, Brookes and Harrison, June 2006).  A secondary reason is that compared 
to other more technical cultural industries, the literature review showed that 
visual arts and crafts cultural industries have received relatively less scholarly 
attention.  Thus in addition to the rural focus, the case has the potential to be 
contribute new insights into this particular area and also enrich the wider 
literature.  
A further design issue, concerns whether the case study is a holistic study or an 
embedded case study.  The former involves a single unit of analysis and the 
latter, a number of sub units (Yin, 2009).  Where sub units are identifiable, Yin 
advises that pursuing an embedded approach is preferable as it has the 
potential to provide a greater insight into the case.  This study pursued an 
embedded approach comprising a series of sub-groups of actors associated 
with specific bundles of activities in the production-consumption system: 
individual practitioners (creation and beyond), production and post-production 
actors, exhibition actors and arts infrastructure actors.  Such an approach lends 
itself well to a mixed methods approach, where different methods are more 
appropriate for collecting data from different groups of actors.  Some of the small 
numbers associated with some of the actor groups, for example, made 
interviewing a viable option. 
Having established the justification for a mixed methods case study 
methodology, the chapter moves on to consider the specific methods employed 
in this study.  
3.5 Research methods  
This section justifies and discusses the methods chosen to generate the data, 
identified earlier in this chapter as necessary in order to address the overall 
research aim and question.  The section consists of three parts.  The first part 
details the on-line questionnaire of individual visual artists and craftspeople 
   
Page 84 of 282 
employed in phase 1.  The second part concerns the semi-structured interviews 
with individual artists and craftspeople, arts administrators, representatives of 
local arts organisations, arts business representatives and policy makers in 
Phase 2 and the final part concerns the approach to field engagement.  The 
section concludes by covering ethical considerations.  
3.5.1 On-line questionnaire 
The following discussion sets out the rationale for choosing an on-line 
questionnaire research tool, discusses changes made as a result of a 
questionnaire pilot, details the content and design of the questionnaire, explains 
the sampling rationale, and particularities relating to the generation of relational 
data.   
3.5.1.1 Rationale behind the questionnaire 
The Phase 1 questionnaire targeted individual artists and crafts people, the 
largest of the case study sub-groups.  The survey instrument chosen was an on-
line self-completion questionnaire.  Other options included a telephone survey, a 
face-to-face interview questionnaire and a self-completion mail back 
questionnaire.  A face-to-face interview and the telephone questionnaire would 
have involved considerable time resource and all of the options other than the 
on-line survey would have required considerable time to transcribe the 
responses ready for analysis.  A previous survey of creative practitioners in the 
Stroud District had used a telephone survey and this method had received a 
mixed response from respondents (Brookes and Harrison, June 2006).  A face-
to-face questionnaire would have required considerable financial resource in 
travel costs and a postal questionnaire was also financially heavy.  A mail back 
questionnaire would have required postal addresses and such information was 
lacking for a reasonable number of potential respondents.  
The on-line questionnaire overcame a number of the limitations listed above, 
notably the online method was a quick and cost effective means of contacting a 
large number of people.  In the vast majority of cases an internet address was 
readily available and many respondents also had a web site, from which it was 
inferred that the respondents were IT literate.  Where requested or where an e-
mail address was unavailable, a questionnaire was sent in hard copy via the 
post.  
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3.5.1.2 Survey pilot  
A draft questionnaire was piloted with a combination of academics, a textile 
artist, painter, potter, glass maker, a print maker and an arts administrator (a 
copy of the pilot survey appears in Appendix 1).  This was an invaluable 
exercise.  As a result of pilot feedback some of the terminology was revised, for 
example ‘creative practitioner’ was replaced with “artist and craftsperson” and 
some additional themes were identified for investigation such as reasons for 
locating in the District, financial aspirations and professional development needs 
and experiences.     
More fundamentally, however, the pilot led to significant changes regarding the 
relational element of the questionnaire.  The aim of the network element was the 
collection of relational data.  Such data chart the relationships (ties) between 
actors (nodes), in this case the relationships of visual artists and craftspeople. 
Relational data can be collected for a whole network or a personal/ ego network. 
Whole network data concerns all the ties between a bounded group of people, 
for example all relationships between members of an arts organisation.  Ego or 
personal network data chart the relationships of individuals wherever they may 
be located and thus the data are not confined for example, geographically or 
organisationally.   
The pilot questionnaire sought to collect full network data but it quickly became 
evident that this was not possible and resulted in a change of direction from a 
full network to a personal/ego network approach.  The shift resulted from the 
realisation that the questionnaire would yield neither the necessary data nor in 
sufficient quantity to conduct a full network study.  Defining a network boundary 
posed the first problem.  The boundary issue has a number of aspects.  A full 
network study involves defining a group of actors and probing relationships 
between members of that group.  There was no comprehensive listing of artists 
and craftspeople in the case study area and whilst it was possible to collate a 
significant listing for the Stroud District it would not have been a full population.  
Also setting a meaningful boundary would have proved difficult, as it would have 
needed to have been broad enough to have accommodated relationships 
beyond those with visual arts and crafts practitioners (Thaden and Rotolo, 
2009).  Furthermore, and importantly, it would only have been possible to 
explore the extra-local relationship aspect in the phase 2 semi-structured 
interviews as the full network approach would have excluded this aspect.  (The 
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boundary for an ego study is set by the question used to elicit the network data 
and this is discussed more fully below in the section on name generation 
questions.)  
The second problem concerns the issue of scale.  The scale of the potential 
roster was in excess of the upper recommended size of 150 actors (McCarty, 
2002).  An alternative would have been to have used a name generator 
approach and for example to have asked people to have named up to 10 people 
in relation to each question.  The pilot tried this approach but the data returned 
were of little use as it yielded too little information.   
Thirdly, the full network method is demanding.  A minimum of 75% of potential 
actors need to take part and a minimum of 50% of data about relationships 
needs to be collected.  To achieve this requires an exceptionally high response 
and engagement rate.  Even keeping the survey tool short, the prospect of 
achieving such a response rate was poor.  Unlike in an organisational setting 
where there might be some encouragement/peer pressure to take part, in the 
case of this research there was little onus on the respondent to take part. Thus 
for this combination of reasons it became rapidly evident that a full network 
approach was not going to be feasible.  Addressing the challenges arising from 
the pilot and further ongoing reflection on the significance of the extra-local 
network dimension led to a decision that the level of analysis be at the personal 
network level.  Thus in this study the ability to make structural comments on the 
whole network was traded off against the unboundedness quality of personal 
networks and research practicalities.  The choice of network study impacts on 
the data analysis activities and these are discussed later in the chapter (S3.6). 
3.5.1.3 Questionnaire content  
Responding to the survey pilot the questionnaire was revised.  Table 4 below 
details the content of the questionnaire, the relationship between the content 
and the research question and the type of data generated.  The survey was in 
three parts, part 1 probed the practitioners creative practice, part two their 
creative relationships and part three the creative milieu in the Stroud District.  A 
hard copy version of the questionnaire is contained in Appendix 2.  The 
questionnaire contained a mix of closed and open questions with the balance 
tipping in favour of open-ended questions, and thus generated both quantitative 
(structured) data and qualitative (unstructured) data.  This approach reflected a 
keenness to enable respondents to express themselves in their own words.  On 
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a practical note, the same questionnaire needed to accommodate a wide 
spectrum of artists and craftspeople practising a diverse set of creative activities 
and thus an open approach was more appropriate than a closed one.  
The questionnaire was formatted using an online questionnaire package called 
Survey Monkey.   
Survey content  Relates primarily 
to research focus 
Data Type  
Section 1 The practitioners’ creative 
practice  
• profile data on the District’s artists 
and craftspeople – creative 
practices, and combinations of 
practices, working environment, 
employment status, income 
generation and aspirations, 
membership of formal and informal 
associations, use of venues. 
• reasons for locating in the District, 
identification of the people, 
businesses and organisations 
considered key to the local creative 
scene. 
• location of working environment 
 
 
Working 
practices 
Place aspect 
 
 
Spatial 
organisation 
aspect 
 
 
Quantitative and 
qualitative  
 
 
 
Qualitative  
 
 
Quantitative 
Section 2. Creative Relationships 
• personal creative relationships – the 
extent to which they are with other 
creatives in the same field, within 
the District or elsewhere and the 
basis of the relationship – to discuss 
creative content, 
technical/production issues, 
commission/exhibition/sales 
opportunities, and potential access 
to other organisations.  
 
Working 
practices 
Network aspect  
 
Quantitative  
Section 3 Creativity in the Stroud District  
• Garner views about the local milieu, 
support needs  
 
Working 
practices  
Place aspect 
 
 
Qualitative and 
quantitative 
Table 4 On-line survey content 
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3.5.1.4 Obtaining personal network data 
Questionnaires are a common tool for collecting network data with the 
respondent typically self-reporting the presence or not of a relationship 
(Marsden, 1990).  Options for collecting data about a personal network include 
person-based, resource-based and role/position questions (Marin and Hampton, 
2007).  A person-based approach employs a name generator question to elicit a 
list of names in response to a fairly broad question. The resourced-based 
approach involves asking the respondent to identify say all the people with 
whom they discussed creative development or all the people with whom they 
discussed technical issues.  A role-based generator involves asking the 
respondent to say if they know people who hold different positions, for example, 
if they know fellow artists or art administrators or public funders.   
This study employs the person-based approach and this is justified on a number 
of counts.  Firstly, it provided the most opportunity for the respondent to define 
the parameters of their relational network and in so doing, it was the least 
directive of the three options in terms of the researcher steering the respondent. 
Secondly, it enabled the generation of data about the extra-local aspect.  
Thirdly, in the case of the role-based approach it would have been difficult to 
have used a generic questionnaire that remained relevant to all types of arts and 
crafts practitioners.  
The name generator question asked the practitioner to list up to 5 people that 
the practitioner considered important to them in pursuing their work12.  Having 
obtained the names, name interpreter questions probed the nature of the 
relationship and in particular:    
• The main creative activity of the network member (open question, asked in 
own words) 
• The basis of the relationship (open question, asked in own words)  
• Geographical base of the alter (closed question) 
• Employment status of the alter (closed question) 
• Substantive content of the relationship (closed plus optional extra)  
                                                        
12 Respondents were invited to refer additional alters at the end of the questionnaire. 
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The above questions were used to collect attribute data about the alters.  
Reports on the properties of relationships, probed for example by questions 
about frequency of contact and duration of relationship were not pursued, nor 
were data relating to relationships between alters i.e. the people identified by the 
questionnaire respondent.  The rationale for such decisions follows.  In a review 
of research looking at tie strength, Marsden (1990) shows that there are 
concerns about the ability of respondents to report accurately on issues, such as 
the frequency of transactions over a specified period of time.  More importantly 
however, whilst interesting, collection of such data were not a priority for 
addressing the research aims and questions of this study.  In terms of alter to 
alter data, given concerns raised in the pilot about providing details of direct 
relationships, asking respondents to then comment on relationships between the 
alters that they had identified was thought too onerous and had the potential to 
dissuade some respondents from answering that section of the questionnaire.  
In addition, whilst many personal network studies do seek data about alter to 
alter connections in order to analyse the structure of personal networks, there is 
contention within the social network research field regarding the reliability of 
such data given that the respondent is somewhat removed from the relationship, 
much appears to depend on the tool for eliciting the data (Wellman, 2007).   
A final note relates to the nature and reliability of the network data generated 
through a questionnaire.  The relational data from the questionnaire represent a 
picture of relationships at a point in time and thus the data are static rather than 
dynamic.  Furthermore, it is taken to represent the respondents’ perceptions of 
an actual relationship.  The data arising from the name generator and name 
interpreter questions were not verified through for example contact with named 
alters or observational means, however this is not considered problematic as 
there was no anticipated advantage to be gained from misreporting 
relationships.  
3.5.1.5 Sampling 
Individual artists and craftspeople whose work base was in the Stroud District 
were invited to take part in the survey.  This grouping comprised a number of 
distinct disciplines including painting, sculpture, ceramics, printmaking, drawing, 
illustrations photography, glass, basket making, jewellery, textiles, and 
woodwork.   
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No comprehensive listing of artists and crafts people in the Stroud District 
existed. Stroud Valley Artspace, the principal association for contemporary 
artists in the area, collates a public directory to accompany an annual Open 
Studios event in which in excess of 100 artists and to a lesser extent craft 
makers show their work. Combining Open Studio directories for 2007,8 and 9 
provided a good base. This base was added to by searching the following web 
sites: 
• National level - Crafts Council, Basket Makers Association 
• Regional -  Textile Forum South West, Brunel Borderers  
• County - Gloucester Guild of Craftsmen, Cotswold Craftsmen, 
Gloucestershire Printmakers, Education Through The Arts, Crackerjack, 
By Local Cheltenham 
• Local -  Site, Stroud International Textile Festival, Under the Edge Arts, 
The Space, the Sub Rooms, Pegasus Art, Stroud News and Journal, 
Artists in Painswick, Museum in the Park, Made in Stroud, Stroud 
College, Photo Stroud.  
The above was supplemented with details of artists obtained in the field for 
example, via event publicity and training and workshop publicity. Two key 
informants from local arts organisations reviewed the combined listing of artists 
and craftspeople for breadth of coverage.  
Whilst the process of compiling a database of artists and craftspeople took some 
time, it was a necessary and useful activity.  It was necessary in order to attempt 
to scope the volume and diversity of the arts and crafts sub-sectors.  Time spent 
searching websites proved useful as a means of familiarisation with the sector 
and the creative activities practised.  The process produced a listing of 260 
artists and craftspeople.  This is not a full population however, at the time of 
compilation (October 2009) it was likely to have represented around 60 - 70% of 
the population of artists and craftspeople based in the District.  This number is 
fluid with practitioners leaving and arriving into the area.  Anecdotally, more 
references were made to incoming practitioners, than those leaving.   
A decision was taken to invite all 260 artists to take part in the survey and thus 
to pursue a population approach.  This was taken for a number of reasons.  In 
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the majority of cases, there was a lack of information about the creative 
practitioners beyond the main focus of their creative practice – this made it 
difficult to justify an approach for sampling the data.  Also, the number of 
practitioners performing some creative practices was relatively small and thus 
again posed a sampling challenge.  A further issue regarded the generation of 
relational data.  Initially the intention had been to undertake a full network study, 
thus involving as near a full population as possible, following the pilot the 
decision was taken to switch to an ego approach however, the intention 
remained to gain as much network data as possible.   
3.5.1.6 Administering the questionnaire  
Artists and craftspeople were invited to take part in the online survey which ran 
between the end of November 2009 – mid January 2010.  An e-mail was sent 
inviting the respondent to access the on-line survey by clicking on a link to a 
web browser.  The respondent then completed the form electronically.  The 
responses were stored on a database and were immediately available to the 
researcher, thus removing the need for transcription.  To encourage completion 
of the survey, attempted telephone contact was made with all potential 
respondents.   
On a number of occasions (12) respondents returned a partially completed form.  
Where this happened, the respondent was contacted and asked why this was 
the case.  The feedback was mixed.  The most common reason was lack of 
time.  A small number of people found the relational questions intrusive and 
some felt that the questions were not applicable to their creative practice.  In 4 
cases, following this approach the respondent went on to complete the survey.  
There was a 43% (111/260) response rate (further detail is given in S.3.6.1). 
3.5.2 Semi-structured interviews 
Similar to the above discussion regarding the on-line survey, this section begins 
by setting out the rationale for conducting semi-structured interviews, reflects on 
the semi-structured interview as a research tool, sets out the approach to 
sampling and details the themes explored in the interviews.  
3.5.2.1 Rationale behind the semi-structured interviews  
The semi structured interview is a flexible research tool, one which Byrne (2004) 
suggests is particularly appropriate where in-depth understanding and 
explanation is a goal of the research – as in this study.  As a generator of 
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qualitative data, the semi-structured interview is particularly good at producing 
thick description and grappling with the complexities of how something works 
and honing in on contextual aspects (Denzin and Lincoln, 2000).  Given the 
decision to pursue a case study, further support is provided by Yin (2009 p.106) 
who describes the interview as “one of the most important sources of case study 
information”.  
3.5.2.2 Semi-structured interviews as research instrument  
Interviews/meetings only exist as a result of the researcher’s intervention, as 
such they are “researcher provoked data” (Silverman, 2005 p.201) they are 
constructed or manufactured rather than natural as they are social interactions 
at a point in time where data are generated as opposed to collected (Byrne, 
2004).  As such were they to be repeated, the second version of the interviews 
may well differ from the first as Black (2010 p. 12) comments “these encounters 
are less eternal truths but one-off occasions where life itself is staged”. 
In this study, the data generated are not perceived as objective but rather as 
context specific data that are co-created during the exchange between the 
researcher and interviewee.  It is acknowledged that such data are subject to 
bias, and potentially poor human recall and in articulation as Denzin and Lincoln 
(2000 p.19) reflect, “Subjects, or individuals, are seldom able to give full 
explanations of their actions or intentions; all they can offer are accounts, or 
stories, about what they did and why”.  Specifically, a number of factors may 
have influenced the generated interview data including the meeting venue, the 
recording of the interviews, the order in which topics were discussed, 
preconceptions on the part of both the interviewer and interviewees and the 
strength of rapport established during the meeting.   
The issue of preconceptions warrants further comment.  As stated earlier, the 
local authority contributed financially to this research project.  Early on in field 
engagement activities it became evident that there were mixed views about the 
local authority’s involvement.  One view was that direct investment in the sector 
would have been preferable to investment in research about the sector, another 
view was sceptical about positive results arising from the research, and another 
view was that the research provided an opportunity to influence the Council.  It is 
accepted that the viewpoint of the interviewee may have influenced the data 
generated.  
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Reflection of the researcher’s role also warrants comment.  Whilst the intention 
was independence from the local authority it was apparent from some of the 
interviewee responses that the researcher was perceived as an extension of the 
local authority and consequently the perception of the relationship between the 
researcher and local authority may have shaped the responses given by some 
of the interviewees.  Further, just as the interviewees may have come to the 
exchange with pre-conceived ideas, so too did the researcher.  In the process of 
preparing for the interviews and through field engagement, the researcher 
unavoidably developed perceptions of the interviewees.  Acknowledging the role 
of the researcher in the generation of data is a necessary and distinguishing 
feature of qualitative research.  
Acknowledgement of the financial backdrop to this study is also particularly 
pertinent to the empirical phase.  Whilst there is seldom a time when public 
finances are not under pressure, during the period of the empirical research, a 
number of local arts groups were facing significant uncertainty about ongoing 
funding at a national and local level.  Reflecting this situation, the issue of 
funding often featured in the interviews and discussing local authority support for 
the sector at a time of severe financial pressures was at times, challenging.  
Such contextual features are integral to data generated from the semi structured 
interviews and the on-line questionnaire and is a feature of the analysis.   
3.5.2.3 Sampling  
In this study, securing a sample of interviewees that held the prospect of offering 
a deep understanding of the working practices of visual arts and crafts cultural 
industries in the rural case study area was deemed more important than 
securing a statistically representative one.  Accordingly, the approach to 
sampling was purposive.  Such a sampling approach is common when eliciting 
qualitative data (Maykut and Morehouse, 2000).   
Purposive sampling was guided by the notion of the production system with the 
aim being to interview actors involved in the various processes of the system.  
Analysis of the on-line questionnaire data helped to refine understanding of the 
visual arts and crafts production system and the types of actors engaged with 
the various processes in the case study area.  Survey analysis resulted in the 
identification of a number of relevant groupings of actors: visual arts and crafts 
practitioners, arts administrators (venues and arts organisations), production 
and post-production businesses, educational institutions and policy makers.  
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Accordingly, interviews were sought with actors from each of these groups.  
Table 5 details the breakdown of interviewees per grouping as per the visual 
arts and crafts production system.   
Production-
consumption system 
Interview group  Number 
Creation  
Production  
Visual arts and crafts 
practitioners 
15 
Production  Production and post-
production businesses 
3 
Exhibition  Exhibition  3 
Cultural infrastructure  Arts organisations  
Education 
Policy makers 
4 
1 
3 
Table 5 Breakdown of interviewee groups 13 
The sample of 29 interviewees is roughly split between practitioners and other 
sector representatives.  The emphasis on practitioners reflects the significance 
in the production system for visual arts and crafts activities as practised in the 
Stroud District and evidenced by the questionnaire data.  In addition, there was 
a desire to follow up with a number of practitioners that had taken part in the 
phase 1 survey in order to probe further the thinking behind some of the data, 
particularly the relational data.  Gaining access to interviewees was 
unproblematic in all but one case where the participant preferred to respond to a 
series of questions via an e-mail exchange rather than a face-to-face meeting.  
In terms of pursuing purposive sampling, Maykut and Morehouse (2000) 
suggest two strategies, focussing on extreme cases and maximum variation.  
They advise the latter over the former and suggest developing criteria that will 
produce a set of interviewees that are likely to act as exemplars of the range of 
possible experiences of the phenomena in question.  Of the interview groups 
identified above, all except the practitioners contained small numbers and thus                                                         
13 Table 5 represents the principal capacity in which the interviewees were 
interviewed, it is acknowledged however that there is some overlap between the 
groupings as for example some interviewees were both practitioners and held 
positions in arts organisations.   
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selection criteria were not necessary.  In the case of the practitioners, following 
Maykut and Morehouse’s (2000) advice, the following selection criteria were 
adopted with the intention of achieving maximum variation:  
• Economic profile – making a living, aspiring to make a living and not 
seeking to make a living. 
• Creative practice – range of visual arts and crafts 
• Length of time based in the Stroud District  
The detailed breakdown of visual arts and crafts practitioners as per the above 
sampling criteria is contained in Appendix 3 and a profile of the set of 
practitioner interviewees is shown at Table 6.  This table demonstrates that 
variation was achieved across the sample in terms of economic status, types of 
creative practice, and length of time based in the District.  Nine of the 
practitioner interviewees had completed a survey.  The remaining 6 practitioner 
interviewees were identified through a combination of the survey findings and 
contacts made whilst involved in field engagement activities such as attendance 
at Open Studio events and suggestions from key informants.  
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Sampling criteria  No. of practitioners 
Economic status 
• Making a living  
• Aspiring to make a living  
• Not seeking to make a living  
 
9 
5  
1  
Creative practice 
• Painting  
• Sculpture including glass 
• Drawing  
• Installation  
• Textiles  
• Photography  
• Ceramics 
 
4  
4  
2  
1   
2  
1   
1   
Length of time based in Stroud District 
• 10+ yrs 
• 5-9 yrs 
• 2-4 yrs 
• 1 yr or less 
 
8  
3 
2 
2 
Table 6 Sample interviewee profile 
3.5.2.4 Semi-structured interview content  
The research question, the conceptual framework presented earlier in the 
chapter and findings from the on-line questionnaire drove the development of 
the interview schedules.  The set of questions varied according to the participant 
grouping.  Turning first to the creative practitioners, the interview was in four 
sections.  The first section probed the length of time the interviewee had 
practised in Stroud and why they had chosen to base themselves in the District.  
This opening section was intended to ease the interviewee and researcher into 
the interview and to help establish a rapport.   
The second section aimed to develop a picture of the practitioners’ working 
practices.  It covered their approach to creating work, the tasks that they 
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performed and the extent to which they involved other actors, the extent to 
which they made a living from their practice and their exhibition activities.  The 
section also explored the significance or otherwise of being place based and in 
particular their views on the extent to which the rural setting shaped their 
working practices.  This section informed understanding of the production-
consumption system and explored the role of place.  
The third section focussed on creative relationships and networks.  Practitioners 
were asked about the geographic span and locus of relationships, and their 
involvement with local and non-local sector organisations and the meanings that 
relationships had for practitioners.  It also explored the flow of resources and the 
structure of local networks.  The section probed attachment to place and 
attachment to networks and sought to discover which allegiance was stronger.   
The fourth section concerned the creative milieu in Stroud.  It tested views 
expressed in the survey about Stroud being ‘unique’ and a ‘very special place’.  
Thus, the section explored ideas about the role of place and the activities 
situated in the case study area.  The interviews for the other participant 
groupings followed a similar format.  Interviewees from arts organisations for 
example were asked about the origins of their organisation and the decision to 
be based in Stroud.  The interview then moved on to garner information about 
the scale and activities of the organisation and to probe relationship and network 
behaviour.  The interview picked up with theme four listed above.  Interviews 
with arts businesses followed a similar format as for arts organisations.  The 
interviews with policy makers concentrated more on policy and governance 
arrangements.  To help establish a rapport and to focus the exchange the 
interview schedule was tailored to each meeting drawing on information 
garnered in advance from the Worldwide Web and the on-line survey.    
3.5.2.4.1 Conducting the interviews 
The intention was to employ a conversational style and thus whilst the themes 
detailed above were probed in each interview, thus allowing for comparability, 
the order in which the topics arose varied from interview to interview as did the 
length of time spent on each theme.  Visual artists and crafts people are by their 
nature, creative and expressive beings and thus a flexible rather than a fixed 
approach was considered most appropriate.   
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The interviews were conducted face-to-face in a setting chosen by the 
interviewee during May 2010 and October 2010.  Venues included workshops, 
homes, offices and a café.  Interview lengths varied, ranging from 45 minutes to 
110 minutes.  To facilitate a conversational style and to avoid disrupting the 
natural flow with note taking, interviews were recorded using a digital device and 
the recordings were transcribed in full.  Telephone interviews were considered 
but a decision was taken not to pursue such an approach.  Whilst possible, a 
solely verbal description of the nature of the visual arts and crafts activities 
practised would have been challenging in comparison to having the opportunity 
to see and experience practitioner work directly.  Furthermore, in many 
instances, the interviewees gave tours of their working environment, thus 
allowing for the formation of additional insights, which would have been difficult 
to achieve in a telephone interview.  In addition, the case study area was 
geographically accessible.   
3.5.3 Field engagement 
Compared to the on-line survey and semi-structured interviews, field 
engagement formed a smaller element of the empirical activities, and 
consequently the following discussion section is briefer.  As with the previous 
two methods sections this section sets out the rationale for field engagement, 
comments on this activity as a research tool, details the field events and the type 
of data generated.   
First, however a brief note on the term field engagement.  It refers to a host of 
encounters in the field spanning the period March 2008 – September 2011.  The 
encounters included exploratory conversations with organisational 
representatives early in the research project (March – July 2008), attendance at 
annual and one-off exhibitions and participation in workshops. 
3.5.3.1 Rationale for field engagement 
The rational for field engagement was manifold.  The field engagement was 
undertaken to deepen the researcher’s contextual knowledge of the Stroud 
District, to identify participants for the on-line survey and the semi-structured 
interviews and to augment the empirical data for analysis in the form of field 
notes.  Furthermore, this research project very much lent itself to a degree of 
field engagement as firstly, the District supported a busy calendar of events, 
which afforded numerous opportunities and ease of access to a significant 
   
Page 99 of 282 
number of actors from the visual arts and crafts production system.  Secondly, 
the nature of the phenomenon under investigation – i.e. highly visual and 
tangible activities – called for direct engagement.  Importantly, through informal 
field engagement, the researcher built a degree of visibility with the sector, 
which in turn helped to engender interest in the research project and to secure 
participant engagement with the data generation activities.  Engagement in the 
field offered access to what Silverman (2000) refers to as “naturally occurring 
talk” that is the opportunity for conversation that exists independently of 
researcher intervention.   
The types of field engagement activities are listed below and Appendix 4 
contains a full listing of activities.   
• Participation in annual arts festivals hosted in the District 
• Participation in annual Open Studios events – they offered the 
opportunity to meet practitioners and to view their work, often in a 
workshop setting 
• Temporary exhibitions of local and non-local artists across venues in the 
District 
• A series of exploratory conversations with sector stakeholders early on in 
the study (March- July 2008)  
• Participation in workshops and seminars  
• The engagement involved informal conversations the outcome of which 
was recorded as field notes written up as shortly after the event as 
possible.   
3.5.4 Research methods - ethical considerations  
Protecting research participants from harm was the overriding ethical 
requirement.  This was pursued by adopting a number of measures.  Firstly, 
participation in the on-line questionnaire and the semi-structured interviews was 
on a voluntary basis and the researcher informed the participants about the 
study prior to the participant deciding whether or not to take part.  A coversheet 
to the questionnaire provided information about the research project and in the 
case of the semi-structured interviews, in advance of meeting, each interviewee 
   
Page 100 of 282 
was contacted either by phone or by e-mail to introduce the project and to 
outline the topics to be covered and at the outset of the interview, the researcher 
once again briefly outlined the study.  Thus, participants were informed and 
engaged with the research freely.  Secondly, the researcher provided details 
about how the information would be used and consent was sought to use 
anonymous quotations to illuminate the findings and discussion in the thesis and 
related works.  Thirdly, in the case of the semi-structured interviews, consent 
was sought to digitally record and transcribe the proceedings and interviewees 
were informed that they could withdraw from the study at any time.  Each 
interviewee was asked to read and sign a consent form confirming that they 
understood and were happy to participate in the project (see Appendix 5) and a 
copy of the corresponding questionnaire consent is contained at Appendix 2      
Participants were able to opt out of the research at any time.  
Field engagement early on in the research project revealed some tensions both 
within the sector and between some parts of the cultural industries sector and 
the local authority.  Thus to protect the participants and to encourage 
participation a commitment was given to treat research data confidentially and to 
ensure anonymity.  Anonymity was achieved by using pseudonyms and 
exercising particular care in the write-up to avoid the inclusion of any 
distinguishing characteristics, especially where participants were drawn from a 
small population, as was the case with some of the non-practitioner groupings.  
It is acknowledged that a potential outcome of ensuring such anonymity is a 
possible weakening of the narrative.       
A commitment was given to providing all participants with a summary of the 
research findings.  
The collection of social network data generated additional ethical considerations.  
Firstly, anonymity at the data collection stage is not possible for “the collection of 
names of either individuals or social units is not incidental to the research but its 
very point” (Kadushin, 2005 p.141) and thus the researcher needs to be clear 
with the participant about who will have access to the data.  As noted above, in 
this research study, all relational data were confidentially treated and only the 
researcher viewed it, furthermore pseudonyms replaced actual names in the 
write-up.  Secondly, in responding to the name generation question, 
questionnaire participants referred to people that had not given their consent.  
Drawing on the advice of Borgatti and Molina (2003), the identification of such 
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parties was not considered unethical as the participants were expressing their 
perceptions of a relationship and this Borgatti and Molina (2003) deem is 
acceptable, as the participant owns the perception and is free to give it to the 
researcher.  Thirdly, whilst not unique to social network research, but perhaps 
particularly poignant given its personal nature, is consideration of how the 
research findings are used.  Both Borgatti & Molina (2003) and Kadushin (2005) 
distinguish between academic research and organisational research.  Whilst the 
latter has the potential to have harmful outcomes for participants, this was 
considered less likely to be the case for academic work.  In this study, the 
outcome of the network element is not thought to have the capacity to be 
detrimental to any persons that provided data or were identified through the 
generation of the network data.  
3.6 Data analysis  
This section begins by taking each of the research methods discussed above 
and discussing the approach to data analysis.  The section then sets out how 
the three data sets, i.e. the on-line questionnaire data, interview data and field 
data were analysed collectively.   
3.6.1 On-line questionnaire  
A total of 111 responses were returned, thus giving a response rate of 43% 
(total no. contacted 260).  Of the 111 returns, 12 were incomplete in that the 
respondent stopped after section one.  Out of the 260 approaches, 16 potential 
respondents made contact to say that they did not wish to take part in the survey 
and a further 9 potential respondents were subsequently found to be un-
contactable due to e-mail errors and a lack of information about an alternative 
postal address.     
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Arts and 
crafts 
activity  
Possible 
respondents 
Actual 
respondents  
Response 
rate 
painting 92 35 38% 
sculpture 20 10 50% 
textiles 18 9 50% 
ceramics 17 9 53% 
photography 18 8 44% 
glass 11 8 73% 
drawing 13 7 54% 
illustration  7 4 57% 
printmaking 9 2 22% 
basket 
making 4 3 75% 
woodwork  6 3 50% 
jewellery 14 2 14% 
Other Act 31 11 35% 
Total  260 111 43% 
Table 7 Number of respondents by creative medium  
 
Table 7 shows actual respondents compared to the number of respondents 
invited to complete the on-line survey by type of arts and crafts activity.  Nearly 
three quarters of those working with glass responded, around a half of those 
approached whose practice involved sculpture, textiles, ceramics, photography, 
drawing and illustration took part in the survey and around a third of painters 
approached responded.  Those that identified their main activity as printmaking 
or jewellery are underrepresented in the returns.  Collectively the 111 responses 
are considered to offer good coverage of the range of practitioner activities 
practised in the case study area.   
The questionnaire produced a mixture of quantitative and qualitative data.  The 
closed questions produced quantitative data which were analysed using 
descriptive statistics.  The relational data14 were analysed with Netdraw and                                                         
14 Generated from on-line questionnaire Q13-Q17. See Appendix 2  
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Ucinet (Borgatti et al, 2002), dedicated SNA computer packages.  Preparing the 
survey data for analysis with Uncinet and Netdraw was an exacting activity.  The 
data from the open ended questions were treated in a number of ways.  Some of 
it was quantifiable following a process of coding (Q.5,Q8, Q9c, Q11, Q18, Q23), 
and some questions (Q7, Q12, Q19, Q20, Q21, Q25) produced qualitative data 
which were analysed using thematic analysis (Braun and Clarke, 2006, Mason 
and Heaphy, 2010) with the help of NVivo 8, a dedicated qualitative data 
analysis computer package.   
Preparation of the questionnaire data for analysis proved complex owing to the 
variety of data types generated from this tool.  Opting for more closed-ended 
rather than open-ended questions would have reduced data preparation tasks 
but such a trade-off risked the generation of a less rich data set.  The inclusion 
of more closed-ended questions also had the potential to make the 
questionnaire appear less relevant to the broad range of visual arts and crafts 
practitioners to which the tool needed to engage.   
For each of the network dynamics, the on-line survey data was considered in its 
totality and then to probe the data further they were analysed according to two 
subgroups: income status and type of creative practice. These were chosen as it 
was thought conceivable that variation might exist between the practitioners 
within these two subgroupings.  Income status was drawn from responses to 
survey Q915 and comprised three groupings of practitioners, those that were: 
making a living, aspiring to make a living and not wishing to make a living.  The 
data for the types of creative practice subgroup analysis was taken from survey 
Q816. As there was much crossover between the practices of painting, drawing, 
illustration and printmaking the practitioners practising these disciplines were 
combined into one grouping, ‘painting, drawing, illustration and printmaking’ 
(PDIP).  The small number of installation, basket making, jewellery, 
photography, textile and wood practitioners limited the suitability of undertaking 
detailed analysis of these networks 
                                                        
15 Survey question 9a. Do you make a living solely from practising your main creative 
activity? Yes/no 9b. If you answered ‘no’ above, do you aspire to earn sufficient income 
from your main creative activity to live on? Yes/no  
16 Survey question 8. What creative activities do you practice? (e.g.sculpture, pottery, 
drawing, stained glass)? Main activity / other activity. 
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3.6.2 Semi-structured interviews  
Fontana and Frey (2005 p.719) advocate that analysis should focus both on 
what is said and how it is said, i.e. the context, tone and interview location “we 
need to proceed by looking at the substantive concerns of the members of 
society while simultaneously examining the constructive activities used to 
produce order in everyday life and, all along, remaining reflexive about how 
interviews are accomplished”.  Similarly Filmer et al (2004) distinguish between 
referential and representational language.  Until recently, they suggest that 
language was seen as referential – that is referring to an external reality.  
Increasingly, as demonstrated by the rise of content analysis and discourse 
analysis, attention is given to the role of language in representing and 
constructing reality.  They conclude that analysis should consider both aspects 
of language.  Byrne (2004) too proposes a dual approach which considers what 
is said and how it is said.  In terms of this study, the interview data were not 
considered as factual but rather as temporal and contextual.  Accordingly an 
approach to analysis was adopted which sought to take into account content, 
context and meaning (Mason and Heaphy, 2010).   
In terms of the analytical process, some preliminary analysis took place during 
the course of carrying out the series of interviews and this resulted in lines of 
enquiry emerging as the set of interviews progressed.  Preliminary analysis also 
occurred during the process of transcribing the audio interview tapes.  
To ensure rigour in data handling, each transcript was treated in the same way.  
First listening to the audio, then combining the audio and the transcript and 
thirdly coding the data.  Listening to the audio facilitated data familiarisation and 
as recommended by Mason and Heaphy (2010), often such listening took place 
in non-academic settings to enable free association of thought.  The next stage 
involved simultaneously listening to the audio tapes and reading the transcripts 
to identify cross sectional codes / indexes / themes.  The codes included a 
mixture of imposed and grounded codes and thus involved a mixture of a 
deductive and inductive logic.  The imposed codes came from the conceptual 
framework developed from the literature review and the research questions, and 
the grounded codes emerged from a mixture of the material itself and 
developing lines of enquiry.  After this phase of analysis, the coded data were 
recombined into more meaningful ‘bags of data’ (Mason and Heaphy, 2010) and 
these were then transformed into memos to advance the process of analysis 
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and interpretation.  Conscious of Mason and Heaphy’s (2010) advice, attention 
was paid not to conflate coding with finished analysis but rather to treat the 
‘bags of data’ as material to support thinking and theorizing and to address the 
research question.  
Throughout the coding stage a log was kept comprising a definition of the code 
and any alterations to the definitions that occurred during the coding process.  
The coded data were regularly reviewed to ensure a consistent approach to the 
data.  The data were coded with the help of NVIVO 8, a dedicated qualitative 
data analysis computer package.  This package proved an effective tool for 
managing and retrieving data from what was a substantial body of transcription 
data.     
Where applicable, data from the field engagement activities were analysed 
according to the coding system outlined above for the semi-structured 
interviews.  
3.7 Mixed methods in practice  
The following reflects on the relationship between the research methods and the 
data generated in this mixed methods study.  The sequential approach enabled 
analysis of the on-line questionnaire to inform the semi-structured interviews in a 
number of ways.  Firstly, the analysis facilitated the identification of potential 
interviewees.  It contributed to the identification of groups of activities and actors 
that comprised the production system.  These groupings helped with the 
purposive sampling approach which was structured to include actors from the 
various production system processes.  In particular, Q18 was useful in this 
regard, as it identified people, businesses and organisations considered key to 
the sector.  In addition, a number of questionnaire respondents agreed to be 
interviewed thus bringing fuller understanding of some of their questionnaire 
responses.   
Turning to methods and beginning with the on-line questionnaire, a small 
number of respondents did comment that they found some survey questions 
irrelevant due to the generic nature of the survey tool.  An option of designing  
separate questionnaires for specific groups e.g. by creative practice or 
employment status was considered and ruled out during the development stage 
as there was insufficient information available on which to make such decisions.  
Another option could have been to have used an initial questionnaire to collect 
   
Page 106 of 282 
profile data from which the respondents could have been filtered into groups and 
the surveys tailored accordingly.  Whilst a valid option it was clear from the 
exploratory interviews that the respondents were busy people  and thus an 
approach needed to be taken that was not overly time consuming or 
burdensome.  On balance, the generic questionnaire was the most appropriate 
option.   
Secondly, findings from the questionnaire helped to shape the focus of the semi-
structured interviews.  The on-line questionnaire produced a wealth of 
information and the semi-structured interviews provided a vehicle for deepening 
understanding and meaning making about such information.  Table 8 details the 
themes addressed in both research activities.  Whilst many of the themes are 
common to both tools, the nature of the data generated are quite different, with 
the semi-structured interviews building on, and not replicating data obtained 
through the on-line questionnaire.  Some themes were specific to one tool.  The 
rural dimension, for example, whilst evident in the questionnaire responses, was 
probed explicitly in the semi-structured interviews rather than the on-line 
questionnaire.  In addition, quantifiable personal relational data were sought in 
the on-line questionnaire whilst a qualitative assessment of network structure 
was explored in the semi-structured interviews.   
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Themes  Practitioner On-line 
Questionnaire 
Semi-structured interviews with 
practitioners 
Work setting  Statement of work 
setting  
Significance for practise 
Work setting dynamics 
Length of time in 
Stroud 
Statement of time 
period 
Reflection on changes in the 
sector  
Why based in 
Stroud? 
Open question In-depth exploration of location 
decision  
Nature of creative 
practice 
Statement of activities 
practised 
In-depth exploration of production 
system and interdependencies 
and links between processes  
Making a living 
and employment 
profile 
Statement of income 
sources, employment 
status 
Consideration of mix of sales and 
commissions and relationship 
between different types of work 
Memberships of 
networks, 
collectives 
Statement of 
memberships 
Level and nature of involvement 
with local/non-local 
networks/collectives,  
Role in supporting practise 
Source of attachment – locality or 
community of practice    
Creative 
relationships 
Profile of ego network 
in terms of creative 
practice, basis of 
relationship, 
geographical span, 
employment status 
and exchange of 
capital  
Exploration of spatial and non-
spatial dimensions 
Scale, profile and geographical 
span of network 
Reflection on sector network 
structure  
Key businesses, 
people, 
organisations 
Statement of people 
and organisations 
Consideration of the structure of 
the sector and power bases 
Role of local collectives and arts 
businesses to the sector 
Mechanisms for diffusing 
information and knowledge 
Sector needs Open question Consideration of necessary 
conditions for the sector to thrive 
Support strategies Open question Sector future over next 5 yrs   
Scope and value of strengthening 
exhibition activities  
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Themes  Practitioner On-line 
Questionnaire 
Semi-structured interviews with 
practitioners 
Professional and 
skills development  
Statement of skills 
development  
Consideration of skills 
development 
Distribution and 
Exhibition 
activities  
Statement of venues 
and events 
Approach and strategies for 
exhibition, location of exhibition 
and sales 
Consideration of consumers 
Rural implications   Impact of a rural setting on 
production system 
How different to a city setting 
Place impact   Consideration of Stroud the place 
(past and present) and its impact 
on the production system. 
Making sense of Stroud as a 
creative place, how and why it 
works the way it does, test its 
distinctiveness 
Perception of Stroud by the art 
world  
Table 8 Research themes 
Beyond visual arts and crafts practitioners, the semi-structured interviews 
provided a means for capturing other production system actors in the research 
study and in so doing, to engage with other dimensions of the production 
system.  The uneven size of actor groups, and in particular, the sizeable visual 
arts and crafts practitioner grouping, lent the methodology to a mixed methods 
approach.  The on-line questionnaire was appropriate for engaging with the 
sizeable and diverse group of individual practitioners whilst the smaller scale of 
the other actor groups made the use of semi-structured interviews more 
appropriate.  Furthermore, the desire to obtain a sizeable body of relational data 
pointed to a questionnaire rather than an interview approach.   
An alternative approach would have been to have conducted the semi-
structured interviews first and then the on-line questionnaire.  Such an option 
may have strengthened the questionnaire but potentially at the expense of the 
semi-structured interviews, which in turn may have reduced the ability to use the 
semi –structured interviews to make sense of and deepen understanding about 
the large body of data generated from the questionnaire.   
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From a researcher perspective, mixing of methods requires a range of skills in 
order to adequately devise, administer and interpret the varied research 
methods.  This is challenging and on reflection, the researcher’s expertise and 
experience of working with qualitative data skewed the research methodology in 
that direction.  Analysis of the quantitative and qualitative data were demanding 
as it required regular taking stock to ensure that the inherent essence of both 
types of data were being upheld, thus delivering on the complementarity 
strengths thesis as per S.3.4.1.1.  The researcher’s expertise and experience is 
more rooted in dealing with qualitative data and switching between quantitative 
and qualitative analysis proved challenging at times as there was a tendency 
when moving from structured numerical data to moving to unstructured textual 
data, to try to quantify the textual data, when such quantification was neither 
appropriate nor enlightening.  
 
Chapter 3 Conclusion  
This chapter has played a pivotal role in operationalising the research question.  
Informed by the literature review chapter, the conceptual framework for guiding 
the response to the question employed the notion of the production system to 
frame the identification of working practices and to help understanding about the 
connectivity between the actors and processes involved in transforming an idea 
into a cultural product available for consumption.  To analyse the identified 
working practices, it was argued that a multi-dimensional approach had the 
potential to overcome some of the shortcomings associated with cluster driven 
accounts of cultural industries working practices.  Accordingly, an analytical 
framework was set out that combined consideration of spatial organisation, 
relational networks - both local and extra-local and place elements. 
To address the research question guided by the conceptual framework, a role 
was identified for both qualitative and quantitative data, with a more extensive 
emphasis on the former.  The need for both types of data along with the 
position, that combining a mix of methods held greater prospects for advancing 
understanding about the workings of rurally based visual arts and crafts cultural 
industries, provided the rationale for a mixed methods methodology.  The 
complexity of the phenomena under investigation, i.e. the working practices of 
rurally based cultural industries in a real life context, led to the decision to 
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pursue a case study approach.  Pursuit of a single case, visual arts and crafts in 
the Stroud District, was argued on the grounds that it held the prospect of being 
revealing and informative.  A largely sequential approach was adopted with an   
on-line questionnaire followed by a set of semi-structured interviews with 
overlapping field engagement.  The generated data were investigated using a 
mixture of descriptive statistics, SNA and thematic analysis according to the 
conceptual framework established at the outset of the chapter and themes that 
emerged during data generation.    
The next chapter begins to present the findings derived from the empirical 
research detailed and justified in this chapter.    
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 STROUD DISTRICT CASE STUDY AND ITS  Chapter 4
VISUAL ARTS AND CRAFTS CULTURAL 
INDUSTRIES  
4.1 Introduction 
This is the first of three empirical chapters and its purpose is twofold, firstly to 
provide more detail about the case study area and secondly to begin to identify 
how the visual arts and crafts sector works in the Stroud case.  To progress this, 
the chapter is organised in two parts.  Part 1 concerns the case study area; it 
clarifies the geographical boundaries of the case, demonstrates its rural 
characteristics, and presents an historical, social and economic profile of the 
area.  Part 2 focuses on the main actor groups.  It profiles the actor groups, 
describes the role of discrete groups within the sector and begins to explore the 
relationships within and between the actor groups.  It also makes a start with 
identifying the working practices of individual practitioners, particularly with 
regards to employment and exchange activities.   
In terms of the contribution to the thesis, Part 1 provides valuable context for the 
analysis and interpretation of empirical findings in the chapters that follow.  Part 
2 about the workings of the sector feeds into the next chapter which continues 
the task of identifying the workings of rurally based visual arts and crafts cultural 
industries. 
Part 1: Situating the case study area  
This part of the chapter locates the case study area geographically and as a 
rural place before moving on to situate the District historically, socially and 
economically.   
4.2 Geographical boundaries and positioning 
To begin, this section locates the study area, Stroud District, in a wider 
geographical context and then moves on to describe the District and its 
settlement make up, including introducing its rural characteristics.   
Stroud District is located in the South West of England in the county of 
Gloucestershire (see Figure 6).  The nearest city is Bristol to the south and the 
District is on a mainline railway to London with a journey time of just over one 
and a half hours.  Other sizeable urban areas are Gloucester to the north east 
and Cheltenham to the north west.  Interview analysis suggests that people in 
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the south of the District, such as Wotton-under-Edge have a greater affinity to 
Bristol whilst those in Stroud Town have more of an association with Gloucester 
and to a lesser extent Cheltenham.  Proximity to the M5 offers good links to the 
north and south of the country. 
Figure 6 Map highlighting Stroud District in the context of the county of 
Gloucestershire and the surrounding area.  
(Source: (Ordnance Survey 2014)) 
 
Turning to Stroud District (see Figure 7), the municipality covers an area of 
46,066 hectares which represents 17.4% of the total area of the county of 
Gloucestershire.  The District borders the Districts of the Forest of Dean, 
Redacted due to copyright
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Gloucester, Cotswold and the unitary authority of South Gloucestershire.  The 
District population as at the 2011 Census was 112,779 (Office for National 
Statistics., 2013a).  The area contains a number of market towns, the largest of 
which, and the focal point for commercial, social and civic life is Stroud town with 
a population of 13,01717 (Office for National Statistics., 2012).  Other market 
towns include Berkley, Cam, Dursley, Minchinhampton, Nailsworth, Painswick, 
Stonehouse and Wotton-under-Edge.     
 
Figure 7 Map of Stroud District showing market towns and villages and 
neighbouring council districts. 
(Source:(Stroud District Council, no date))  
 
A significant portion of the District (see Figure 8) is designated as part of the 
Cotswold Area of Outstanding Natural Beauty, a designation, which recognises 
the area as containing rich, diverse and high quality landscape.  
                                                        
17 Population figure is for Stroud Parish, encompassing the following wards: Central, 
Farmhill and Paganhill, Slade, Trinity, Valley and Uplands. 
Redacted due to copyright
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Figure 8 Cotswold Area of Outstanding Natural Beauty located in the 
Stroud District 
(Source: (Stroud District Council, 2013))  
 
Within the Stroud District is an area locally referred to as the ‘Stroud Valleys’ or 
‘Five Valleys’.  This area refers to the Frome Valley (Golden Valley), Nailsworth 
Valley, Painswick Valley, Slad Valley and Toadsmoor Valley (see Figure 9).  
Whilst District wide, much of the data relate to activities in and around the 
Stroud Valleys area and thus much of the analysis, which follows relates to this 
part of the District.  
Redacted due to copyright
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Figure 9 The Stroud Valleys (Green area)  
(Source: (Stroud District Council, 2010)) 
 
4.3 Rural characteristics 
Characterising Stroud District first in terms of material considerations, in 
particular population density, the District is classified as Rural 50 according to 
the Local Authority Rural-Urban Classification indicating that at least 50% but 
less than 80% of the population live in rural settlements and large market towns 
(Office for National Statistics., 2005).  When considered at a ward level the map 
below (Figure 10) shows that the District contains a number of ‘urban’ areas, 
defined as settlements with a population of more than 10,000 people.   
Redacted due to copyright
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Figure 10 Stroud District rural and urban areas  
(Source: annotated OS map (Office for National Statistics., 2013b))  
A more detailed breakdown of the District’s settlement types and how they 
compare to county, regional and national profiles is shown at Figure 11.  This 
shows that Stroud’s profile is similar to that of the County and as expected, 
contrasts considerably with the national profile.  
Redacted due to copyright
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Figure 11 Settlement type comparisons 
(Source: Rural Evidence Research Centre (2009))   
Population density however, is just one material indicator of rurality, for as 
argued in Chapter 2, there a number of ways to conceive of the notion of rural 
place.  The Stroud Valleys, for example, whilst the most populous part of the 
District and containing a number of urban settlements, is described in a local 
planning document as having “a distinctive rural character” (Stroud District 
Council., 2012 p. 4.11).  Analysis in later chapters will address more fully the 
notion of rurality as applicable to the Stroud District, for now it is sufficient to 
progress on the basis of the Stroud District as a rural place.  
4.4 Locating the Stroud District historically, socially and 
economically  
The following profile of the District is intentionally descriptive and aims to provide 
contextual insight into Stroud - the place and its people.  Such insight is 
necessary because this is where the working practices that are the focus of this 
study are situated; they happen in a context and thus they need to be 
understood with reference to that context.  Pointing out that concentrations of 
cultural industries are geographically uneven, Pratt and Jeffcutt (2009 p.272) 
draw attention to the “massive and subtle role that social and cultural milieu and 
Redacted due to copyright
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history play in the embedding of the cultural industries”.  This section introduces 
the place context and an in-depth analysis of the extent to which place shapes 
the working practices of visual arts and crafts industries will follow in the next 
two chapters. 
The profile comprises three elements, first, a brief review of Stroud’s industrial 
heritage.  This supports a fuller discussion in subsequent chapters about the 
extent to which Stroud’s wool and related mill industry has shaped Stroud the 
place and in turn, how practitioners go about their day to day visual arts and 
crafts activities.  The second element presents a social profile of the District and 
again contains a historical dimension.  The section concludes with an overview 
of the District’s economy including the cultural industries sector.    
4.4.1 Industrial Heritage 
The District’s industrial heritage centres on the textile industry, which dates back 
at least to the 14thcentury.  A number of conditions coalesced to create a viable 
and at times highly lucrative industry, including proximity to sheep raised in the 
surrounding Cotswolds, access to water from the river Frome to power industrial 
processes and the availability of a particular type of soil “Fullers Earth” which 
was instrumental in the process of wool cleaning.  The weaving processes of the 
eighteenth century were carried out in both the home and the mill, thus 
establishing a system of dispersed artisanal home working throughout the 
District.  Nineteenth century industrial advances saw more and more processes 
transferred to the mills.  To maintain mill machinery and to advance industrial 
innovations a number of engineering businesses were set up.  The clothiers’ 
desires to reach new markets drove road, canal and rail transport infrastructure 
developments (Stroud District Council., 2008).   
The area became famous for ‘Stroudwater Scarlet’ a woollen cloth used to make 
military uniforms.  At its peak, the District was home to over 150 mills (Stroud 
District Council., 2005) but by the end of the 19th century, the industry was in 
decline, having lost out to its Yorkshire competitors (Stroud District Council., 
2008).  Former mills became home to new industries, some associated with the 
cloth trade including the manufacturing of pins, bobbins, reels and clothing and 
some concerning unrelated industries for example walking stick and umbrella 
handle manufacturing, cider pressing and corn grinding.  One mill remains in 
operation making felt for tennis balls and green baize for snooker tables.  
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Notwithstanding its industrial heritage, the District is associated with the late 19th 
century Arts and Craft Movement.  Leading figures of the Arts and Craft 
Movement including William Morris, Ernest Gimson and brothers Ernest and Sid 
Barnsley worked in the area and examples of their work remain today.  The 
movement championed handcrafted work and was a reaction in part, to 
increasing industrialisation and its dehumanising effects brought about by 
factory workers focussing only on a narrow aspect of production (Luckman, 
2012).  Some of its figures were instrumental in establishing the present day 
Gloucestershire Guild of Craftsmen based until recently, in Painswick in the 
Stroud District and Nailsworth is home to Ruskin Mill Arts and Craft Centre 
inspired by John Ruskin, William Morris and Rudolf Steiner.  Thus alongside 
increasing mechanisation there was a strong craft ethos in the area, an ethos 
that remains today.  
In analysing the extent to which the history of the place has shaped working 
practices, subsequent chapters will return to a number of themes introduced 
including the organisation of work with the custom of home working, a focus on 
textiles, material features such as a legacy of mill infrastructure including 
buildings and a transport network, and the development of a related engineering 
industry.  Employing the concept of the local milieu referred to in Chapter 2, 
some of these features constitute the ‘hard’ and ‘soft’ factors that shape the local 
environment and what takes place in it.  
4.4.2 Socially situating Stroud 
There is a history of community activism and of independent and anti-
authoritarian thinking and behaviour.  The notion of an independent streak 
emerges from numerous interviewees referring, with some pride, to the fact that 
Stroud was the last place in the country to give up local time.  Mention was also 
made of the Whiteway Colony, a commune north of Stroud Town dating back to 
the late19th century, of people seeking an alternative to a class based society.  
Reflecting on this past, a practitioner commented “Yeah it has a curious history 
because of the Tolstoy community that was set up in Whiteway and I think that 
all that added to this interesting mix really.  It made it an interesting place to 
come and be” (Ron, practitioner).  Craft was a central plank of the community 
philosophy and a number of commune members established craft based 
enterprises.  In the 1920s, the government viewed the Whiteway Colony of free 
thinkers, radicals, foreigners and pacifists with much suspicion, so much so that 
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they infiltrated the community to find out what was going on.  Today the colony 
is home to around 67 households including a number of artists and craftspeople 
and the craft base and self-sufficiency ethic remains strong (Community Land 
Trusts., 2008).  In a similar vein, Stroud Common Wealth was set up in 1999 to 
promote community land ownership and enable social enterprise.  Stroud 
Common Wealth has been active in promoting cultural activities.  
Whilst part of the Cotswolds, interviewees distinguished Stroud and its environs 
from the typical promotional tourist image of the area: “the Cotswolds are well-
known for gentle hillsides (‘wolds’), sleepy villages and for being so ‘typically 
English” (The Cotswolds., no date) Far from sleepy, interviewees spoke about 
Stroud as a place with an active civic community that made things happen 
“Cotswolds it’s the centre of a sort of wealthy area where people have rather 
grand houses and a certain lifestyle whereas in Stroud most people are trying to 
save the world or are on a mission for something” (Lyla, practitioner).   Socially, 
the area was also perceived as different from its surroundings: "So yes we are in 
a beautiful bit of the Cotswolds but actually Stroud heritage is very much an 
industrial heritage so you get a real diversity in terms of the community that are 
there, all be it predominantly white rather than multicultural, but you do get a real 
mix of very much a working class community right up through to I suppose 
middle class activity and so there is a real mix” (Ron, practitioner).  
In terms of community activism, there are numerous examples to draw on.  In 
2000, campaigners succeeded in securing an on-going future for a former mill 
building, the Hill Paul Building, in the centre of Stroud town which had been 
destined for demolition (Stroud Civic Society, no date).  Activists achieved their 
goal of saving trees at risk from a road widening scheme.  A final example, is the 
Stroud Cultural Planning Conference, a community generated initiative to 
improve Stroud Town’s cultural facilities that involved over 1,000 people.  An 
interviewee captures the spirit of the action “all these people galvanised 
themselves locally to try and make something happen” (Don, arts organisation).  
Commenting more generally on civic engagement, an interviewee reflects, 
"Stroud has definitely got an opinion about the world and how it should run".  
(Mal, practitioner).  Respondents referred to the notion of a dynamic community 
with many interviewees referring to noteworthy levels of community activity; “I 
suppose what I feel is a very unique thing about Stroud it has got a very strong 
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active community, very grass roots, but also at the same point, lots of incomers, 
come don’t they.  They move from London” (Pen, arts organisation). 
Interviewees also spoke about the area as having developed a reputation for 
being entrepreneurial and socially innovative.  Many inventions were spin offs 
from the woollen industry, for example, the world’s first lawnmower by mill 
engineer Edward Beard Budding who adapted cloth shearing machinery for this 
alternate purpose.  Budding also invented the adjustable spanner.  Of a social 
nature, community groups have pioneered a number of initiatives such as co-
operative housing, common land ownership, a local exchange trading scheme, 
Stroud Communiversity – a vehicle for shared learning set up in response to the 
growing interest, particularly from non-locals, in Stroud initiatives, and the Stroud 
Pound18.  The District was also an early Transition Town, housed the country’s 
first organic café and was home to the first UK elected Green Party local 
councillor. 
Another brief quotation carries the message of a committed and passionate 
community:  “there are just an awful lot of people here doing things that they 
believe in” (Ted practitioner).  Further, the community presents itself as self-
organising and independent: “we have come to the conclusion that there is 
enough good will in the community here to do an awful lot without having to rely 
on public finance“ (Don, arts organisation). 
Another distinguishing feature of Stroud society is the significant number of 
Steiner related educational institutions.  The ‘Steiner community’ was singled out 
as a significant force in the area: “They have been a very important part of the 
local scene actually; they have in terms of community action as well as in terms 
of creativity and social enterprise” (Don, arts organisational).  Steiner schooling 
offers an alternative to mainstream education and champions creative thinking.  
Interviewees referred to the presence of Steiner institutions in advancing the 
narrative of an alternative Stroud - a community that was open to non-
mainstream practices.  The number of Steiner related establishments acted as a 
pull factor for some incomers to the area.   
This section has portrayed a community that is tolerant, civically active and 
independently minded, characteristics also referred to as ‘soft factors’ 
associated with the notion of the local milieu to which subsequent chapters will                                                         
18 A local currency to Stroud 
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refer.  Whilst high degrees of community activism were generally presented 
positively, a lack of strategic organisation and the perception of dominant groups 
were also referred to, to a small degree, and this too will be pursued in the 
forthcoming chapters.  
The narrative above is largely based on the notion of Stroud as presented by 
actors in the visual arts and crafts sector and as gleaned from secondary 
sources.  It is outside the remit of this study to verify the extent of community 
engagement or to comment on how far the above view of Stroud reflects the 
community as a whole.  
4.4.3 Economically situating Stroud19  
This section starts by presenting an overview of rural economies nationally, 
attention then turns to the Stroud local economy and then the District’s cultural 
industries sector.  What follows provides important context for the second part of 
this chapter, which focuses specifically on visual arts and crafts industries in the 
Stroud District.   
Before moving to the Stroud economy, it is helpful to provide a brief overview of 
the characteristics of rural economies as contained in the State of the 
Countryside 2010 report: (Commission for Rural Communities, 2010) 
• Property and business services, agriculture and construction dominate 
types of businesses  
• The largest employers are property, manufacturing and public 
administration and other services 
• There is a high prevalence of micro-businesses, which are businesses 
employing fewer than 10 people, these account for 88% of VAT 
registered businesses  
                                                        
19 The figures in the Local Economy section refer to data from Standard Industrial 
Classification codes. SIC codes are poor at picking up data about cultural industries due 
to issues concerning the classification of activities and the exclusion of businesses that 
are not VAT registered or do not have PAYE employees {{144 Comedia 2005}}. This is 
particularly problematic for the craft sector due to a combination of businesses typically 
being small and the difficulty of identifying practitioners in the SIC classifications. {{408 
Burns, J. 2012}}. 
   
Page 123 of 282 
• The more remote the settlement the smaller the size of business and the 
greater the prevalence of businesses operating under the status of sole 
proprietor and partnership  
• Early stage entrepreneurial activity in rural locations is on a par with that 
found in Inner London.  
In terms of the Stroud District, in line with the above, the largest employment 
sector in 2009, was that of Public Administration, Education and Health 
accounting for 23.7% of jobs compared to 28.7 % regionally and 27% for Great 
Britain (GB) (Stroud District Council., 2010).  Employment within the 
manufacturing sector was high at 21% compared to 14.7% for Gloucestershire 
County, 10.7% for the South West region and 10.2% for GB (Stroud District 
Council., 2010).  This high level is unsurprising given the area’s industrial 
heritage.  In terms of size, the majority of enterprise units (72%) were small, 
employing 4 or fewer employees, this compared to a regional and GB equivalent 
of 68%   (Office for National Statistics., 2009).  Within Gloucestershire County, 
Stroud District was home to the greatest number of enterprises, some 6,035 
units (Office for National Statistics., 2009).  Regarding the location of businesses 
in the District, 59% are found in urban areas, 25% in villages and hamlets and 
16% in town and fringe settlements (Inform Gloucestershire., 2011) showing a 
similar profile to the County distribution (see earlier map showing types of 
settlements Figure 10).  Self-employment at 17% is high compared to a regional 
figure of 11% and 9% for Great Britain. 
4.4.3.1 Overview of cultural industries in Stroud 
This section provides an overview of cultural industries activities in the Stroud 
District and helps to frame part two of this chapter.  At least 3.5%20 of the 
District’s employees work within the cultural industries sector, this is above the 
proportion for Gloucestershire County (3.3%) and for the South West region21 
(2.8%) but below that of Great Britain proportion (5.6% at 2012) (Department for 
Culture Media and Sport, 2014 p.7).  The sector in Stroud experienced 
significant growth in the number of employees in the period 2004-2008 (Inform 
Gloucestershire., 2011).                                                          
20 As above footnote, these figures relate to data from the Standard Industrial 
Classification codes and are thus likely to underestimate the scale of activity.  
21 A mapping study of creative industries in the South West proposes a higher figure of 
5% Burns Owens (2007) Mapping the Creative Industries in the West of England. The 
variation highlights the challenges of measuring the sector.  
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Data at the district level are limited and the remainder of this section draws on a 
study of cultural industries in Gloucestershire undertaken in 2005 (Comedia., 
2005) and draws out Stroud District specific data where available.  
• Within the county, Stroud, Cotswold, and Cheltenham were identified as 
having significant numbers of cultural industries relative to their 
population size.  In terms of specific sectors, Stroud had substantial 
shares of the visual, performing arts, crafts, publishing and music 
activities relative to other districts in the county22.  Notably, Stroud was 
shown as having the smallest share of art and antiques sub-sector.    
• Financial returns are relatively low with a majority of Stroud cultural 
industries (around 65%) having an annual turnover of less than £50,000.  
• Related to the above, working alone accounted for about 55% of 
Stroud’s cultural industries and firms with 2-5 employees accounted for 
about another 30%.  Such proportions are characteristic of both rural 
industries and cultural industries. 
• Home-working accounted for over 60% of Stroud cultural industries 
business premises.  
• The customer base at a County level was predominantly local, 
accounting for 60-70% transactions.  Within the County, Stroud 
businesses reported high levels of exports, with 8% of businesses 
reporting that exports accounted for over 25% of their turnover.  
 
Part 1 Conclusion  
Part 1 has introduced the Stroud case geographically, historically, socially and 
economically and as such has laid the foundations for the empirical analysis to 
come.  In particular, Part 1 has drawn attention to a number of hard factors – 
Stroud’s industrial built landscape within the picturesque Cotswolds AONB and 
its transport infrastructure, and soft factors – the sense of a tolerant, civically 
active, entrepreneurial, and independently minded community.  These factors 
are constituent elements of Stroud the place and its local milieu – that is the                                                         
22 The Commissioners of the study required a particular focus on visual arts and crafts in 
the Stroud District and this may have skewed the data.  
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socio-spatial environment in which the visual arts and crafts cultural industries 
are embedded.  Conception of the Stroud creative milieu will be further 
developed and added to in Part 2 and in subsequent chapters.  Part 1 has also 
trailered a number of employment practices such as homeworking and a high 
rate of self-employment and added to the justification presented in Chapter 3 for 
choosing to study visual art and crafts industries in the Stroud District as a case 
of rurally based cultural industries.  In Part 2 the focus turns to profiling Stroud’s 
visual arts and craft activities.  
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Part 2: Visual arts and crafts cultural industries sector in the Stroud 
District.  
Here attention turns to the main actor groups comprising the visual arts and 
crafts sector.  The role of this part of the chapter is to descriptively profile the 
main actor groups and to begin to identify the nature and extent of connectivity 
within and between the actor groups, an important aspect of addressing how the 
sector works in the Stroud case.  In addition, in relation to individual 
practitioners, Part 2 presents findings from the on-line questionnaire regarding 
working practices and in particular, employment and exchange practices.  The 
next chapter will use the concepts of the production system and the art world to 
help frame what is learnt in this chapter about the actor groups and their 
activities.  Part 2 presents data from the on-line questionnaires and semi-
structured interviews.  A summary of the on-line questionnaire data are 
contained in Appendix 6. 
The task begins by providing an overview of the differing groups of actors that 
comprise the visual arts and crafts sector.  Each actor group is then profiled in 
terms of composition, activities, and contribution to the sector.  
4.5 An overview of the actor groups in the sector 
A combination of questionnaire data23, interview data and field encounters 
provided the basis for the identification of a set of actor groups comprising the 
following: individual arts and crafts practitioners, arts businesses, educational 
and training providers, the local authority, exhibition and retail venues, and 
supporting businesses.  Figure 12 illustrates the relationships between the actor 
groups.  At the centre of the diagram, and it is argued central to the sector in the 
District, were individual practitioners and a number of sizeable art businesses.  
Arts organisations form an important element of the cultural infrastructure 
alongside education and training actors and to a lesser extent the local authority.  
Exchange in the form of exhibition and retail venues formed another actor group.  
Supporting the activities of the groups already listed is a number of actors 
principally engaged in other sectors, notably light engineering, hospitality and 
tourism.  The structure of the Stroud sector, with a few medium sized art firms24, 
                                                        
23 Questionnaire questions 10,11,18 and 23.   
24 Employing between 50 – 250 employees 
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and many sole traders and a few micro-businesses, is a typical model for a 
cultural industry (S.2.7.1).  
Whilst shown as separate groupings there was a degree of crossover at an 
organisational and individual level, for example at an organisational level some 
art businesses were also engaged in exhibition activities, whilst at an individual 
level, practitioners may have simultaneously been employees of an art business 
or educational institution and a member of an arts organisation.   
 
Figure 12 Stroud visual arts and crafts main actor groups and their 
relationships 
(Source:  own analysis of empirical data) 
Before describing each actor group in turn, some introductory comments on the 
varying levels of interdependency and autonomy between and within the actor 
groups are presented.  Some visual arts and crafts practitioners, for example 
formed a pool of skilled labour for the arts businesses whilst some were 
consumers of the services offered by the arts businesses.  Similarly, the 
educational and training providers were a source of employment for some 
practitioners and providers of training for others.  The practitioners and arts 
organisations contributed to the viability of exhibition and sales venues likewise 
these venues provide valuable opportunities for exposure for practitioners.  
Exhibition and retail venues could however choose to deal solely with the work 
Visual arts and crafts 
practitioners 
Arts businesses 
Arts organisations 
Education and 
training 
Local authority 
Supporting actors: 
light engineering, 
tourism, hospitality 
Exchange: 
exhibition 
and retail  
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of non-local practitioners, in which case local practitioners became consumers.  
Whilst connections between the educational organisations and art businesses 
were limited, connections with arts organisations were more established.   
Figure 12 and the above commentary suggest a complex network of 
interdependencies between the actor groups.  Such interdependencies are 
integral to the workings of the sector in the Stroud case and they will begin to be 
unpacked to reveal the balance between traded and untraded relationships in 
the remainder of this chapter.   
To progress, starting with individual visual artist and craft practitioners, each of 
the actors groups listed in Figure 12 are described in terms of their composition, 
activities and contribution to the workings of the sector.  
4.6 Individual arts and crafts practitioners  
This section profiles; what practitioners do, how they make a living, where they 
exhibit and retail their work, where they work physically, and why they chose 
Stroud as their base.  First, however, an insight into the individuals that 
comprise this group in terms of their recognition and aspirations is presented.   
Key informants, documentary literature and data from the field engagement, 
particularly the exploratory conversations, suggested that the visual arts and 
crafts actor group could be stratified into a number of sub-groups based on a 
combination of recognition and degree of visibility and their aspirations.  The 
following typology is suggested: internationally and nationally recognised, 
practitioners with a regional profile, aspiring practitioners, semi-retired 
practitioners and recreational practitioners.  Figure 13 shows the sub groups 
and their estimated25 scale relative to the group as a whole.  The group of 
internationally and nationally recognised artists and practitioners included the 
artist and sculptor, Damien Hirst who has a number of studios in the District, the 
late Lyn Chadwick – sculptor, Colin Reid – glass sculptor, Sally Fawkes – glass 
sculptor, Richard Jackson – glass sculptor and Cleo Mussi – mosaic artist, and 
sculptors Abagail Falis and Ralph Brown.  The presence of the group of 
internationally and nationally acclaimed artists was portrayed by an interviewee 
with considerable knowledge of the sector at a national and international level as 
                                                        
25 It is not possible to give exact figures as no comprehensive listing of practitioners is 
available nor is data about their income. 
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most notable “you aren’t going to see this group of artists outside London really 
and yet they are here in Stroud” (Peter, art business).  
 
Figure 13 Typology of visual arts and crafts practitioners  
The relationships and the interactions between these various strata form an 
ongoing theme of analysis and subject of discussion throughout the remainder 
of the thesis. 
4.6.1 Visual arts and crafts activities  
Practitioners were asked to list their main creative activity and any additional 
activities26.  Figure 14 shows that of all the activities referred to, painting 
dominated with 32% (35/109) of respondents listing painting as their main 
creative activity.  Other activities performed in considerable numbers included 
sculpture, textiles, ceramics, photography, work with glass and drawing.   
                                                        
26 On-line questionnaire Q. 8. See Appendix 6 for on-line questionnaire data 
Recreational practitioners 
Semi-retired practitioners 
Aspiring practitioners 
Practitioners with a regional profile  
Internationally & nationally recognised 
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Figure 14: Practitioner main creative activity  
(Source:  analysis of on-line questionnaire Q8) 
Further to identifying their main activity, surveyed artists and craftspeople could 
list up to three additional creative activities that they practised.  Of the 109 
responses, 79 practitioners identified one additional activity, 49 gave details of 
two additional activities and 24 went on to list three additional activities27.  The 
incidence of survey respondents working solely on their main creative activity 
was greatest for those whose work centred on ceramics, glass, photography and 
textiles.  In contrast, those who identified their main activity as drawing, painting, 
sculpture and printmaking were more likely to combine it with other creative 
activities.  Common activity patterns included drawing combined with painting, 
printmaking or sculpture; painting combined with drawing and ceramics; and 
sculpture combined with drawing, ceramics, and glass.  
Some of the variation in practice patterns may be attributable to the costs of 
performing differing disciplines.  Two-dimensional practices such as drawing and                                                         
27 See Appendix 6 for on-line questionnaire data 
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painting require the least in terms of equipment and space in which to operate 
whilst 3-dimensional practices such as cast glass sculpture or textile practices 
such as hand weaving, require larger workshop space, upfront investment in 
equipment and on-going costs for example energy costs for glass practitioners 
using furnaces.  Thus, if not practised as a main activity it is not surprising that 
practitioners rarely pursued say glass or textiles as an additional activity.  Some 
activities may also be considered as foundational practices so for example, 
drawing may be foundational to a sculptor or painter.  
4.6.2 Making a living  
Twenty-five percent (27/109)28 of survey respondents (principally sculptors, 
glass artists and illustrators) reported making a living from their main creative 
practice.  The above percentage is considerably higher than that offered by an 
interviewee with considerable experience of the art world, who suggested that 
fewer than 1% of practitioners made a successful living out of selling works of 
art.  Of course, the notion of making a living is subjective.  There may also be a 
rural dimension at play such that expectations about making a living may be 
conceived in terms other than purely financial, for example, practitioners might 
also be valorising physical amenities.  In addition, in Stroud, as referred to 
earlier (4.4.2), there are a number of exchange schemes that do not rely on 
traditional money.  Reflecting on practitioners and income, an interviewee 
commented, “They are pretty good at making and adapting and managing on 
quite little” (Ted, practitioner).  Thus, the context may account for the high 
proportion of survey respondents that reported making a living from their main 
creative activity.  
Survey respondents who said that they did not make a living from their main 
creative activity (82/109) were asked if they aspired to make a living, to which 
56% (44/7929) responded “yes”.  Thus, in addition to the 25% who made a living 
from their main creative activity, a further 40% (44/109) of artists and 
craftspeople sought this goal.  In total, 2/3 (27+44/109) of those surveyed either 
made a living or sought to make a living from their main creative activity30.   
                                                        
28 See Appendix 6 for on-line questionnaire data 
29 Not all respondents who said that they made a living went on to answer if they aspired 
to or not. 
30 See Appendix 6 for on-line questionnaire data 
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81% (79/98) of practitioners were self-employed.  This reflects a typical scenario 
for visual artists, (Baines and Wheelock, 2005) and for crafts people (Burns et 
al, 2012).  
Until in a position to rely solely on income from their main practice, practitioners 
relied on additional income sources and Figure 15 details these sources.  The 
figure shows that teaching and lecturing was a leading source and other 
significant sources included family financial support and employment unrelated 
to the cultural industries.  Multiple job holding by Stroud’s practitioners is in 
keeping with research by Throsby (2011) regarding the prevalence of portfolio 
careers, particularly amongst visual and performing artists.  Not only is this 
multiple job holding a necessity for some but it was also presented as a strategy 
for managing unstable income returns from individual practice.  It also reflects a 
strong entrepreneurial streak.  
 
Figure 15 Other income sources for practitioners 
(Source: analysis of on-line questionnaire Q.9c) 
The Art School in Stroud College and art businesses in the Stroud District 
provide opportunities for creative related employment to supplement income 
from their main creative activity.  This association between practitioners and 
teaching in formal and informal settings reflects a common alliance (Luckman, 
2012, Baines, 2005). 
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Balancing regularly paid employment with a personal practice can be 
challenging both in terms of time management and in terms of creative energy.  
Concerning time, the following practitioner comment reflects a common 
sentiment: “it’s finding the balance between your bread and butter income and 
your making time” (Tom, practitioner).  Concerning creativity, an interviewee 
who ran a creative business questioned whether a practitioner could sustain 
such a portfolio career: “it’s a very difficult thing to combine because you draw 
so much creative talent out just doing the work here, by the time you get back its 
difficult then to sum up the creative energy to do something different” (Peter, art 
business).   
Tolerance of a precarious and fluctuating income stream arising from uncertainty 
about the sale of work suggests that visual arts and crafts practitioners are 
comfortable managing a reasonable degree of financial risk.  Acceptance of this 
unstable economic situation was presented as a given for those choosing to 
pursue a life as a practitioner, as the following artist demonstrates: “It has 
always been the case, for 26 years, that month by month I’m looking ahead and 
saying ‘ok, how do I live?’..  ‘I hope to God I sell something’.  But there should 
be a word for it.  That thing that creative people do, which is trust that it is going 
to come from somewhere, that somebody will phone you up and give you a 
couple of weeks work, or you’ll get a sale.  And every time, your chest is 
freezing” (Rob, practitioner).  As referred to in Chapter 2, such employment 
uncertainty is a feature of visual arts and crafts and many cultural industry sub 
sectors (Banks et al, 2000, Menger, 1999). 
Another strategy for earning a living was to distinguish between commercial and 
non-commercial work strands.  One practitioner for example spoke of 
maintaining four streams of work each aimed at different audiences, this entailed 
writing and illustrating a book, designing under their own label, designing in their 
own name for another label and creating some pieces of art.  Another was 
considering licensing some of their artwork for use in a highly commercial 
manner, as they preferred to pursue this option rather than take on unrelated 
part-time employment.  But even whilst acknowledging the financial imperative, 
a practitioner was adamant about doing only commercial work that meant 
something, where there was an attachment: “The people that taught me at the 
art school I went to said you shouldn’t ever do potboilers.  They were quite strict 
about that, and they were right.  You’ve got to find something interesting about 
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commercial work to make it worth doing.  You can’t just turn out the same thing 
year in, year out, and not have any attachment to it.  But you can kind of read 
whether something’s more commercially viable or not” (Mal, practitioner).  
Certainly, the notion of having to manage risk by juggling different sources and 
types of work was very evident across the practitioner interviews, leaving one 
actor to conclude, “I think the only way you can make a living doing what we do 
is doing too much really.  Because you don’t know if you’re going to sell through 
an exhibition.  It could be some freak thing like you have an opening, but 
actually there’s a really major event at some other cultural venue that night, so 
nobody comes.  You just don’t know” (Jon, practitioner). 
Of those not aspiring to make a living, a significant proportion relied on a 
pension as another income source (12/36), thus suggesting the presence of an 
age dimension.  Family financial support was also a notable source of income 
for this group of respondents (8/36).  
Related to the analysis of sub groups within this actor group, there is a narrative 
about practitioner motivations, work ethos and attitude to making a living from 
their practice.  From the data, the following attitudes to practice as a source of 
income were identified:   
Practice as a business – Whilst first and foremost all practitioners spoke about 
being creatively driven, some spoke comfortably about managing their practice 
as a business as per the following comments: “trying to see it very much as a 
business and looking to say in business terms what I can and cannot do” (Mary, 
practitioner).  Another said: "you know I am running a business as well as being 
an artist” (Ted, practitioner) and finally: ”We’re just like any other business.  We 
make a product and we try and sell it in the market” (Tina, practitioner).  
Recognised artists who were making a living from their main activity mostly 
expressed this attitude.  This may stem, for example, from their need to maintain 
a studio as one such established practitioner suggests: “Not everything that we 
do is selling.  We do have exhibitions in museums that aren’t selling.  But 
running a workshop is hugely expensive.  The space you need, the electricity, 
etc.  So there is an emphasis on us, we have to sell the work to make a living” 
(Tina, practitioner).   
Practice as craft – This group captures practitioners who were primarily 
interested in the act of producing a piece of work and the satisfaction that it 
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would provide for the consumer.  A financial return was of secondary interest: “It 
is about the craft process and it might be a painting, but as a craft industry is 
what they are involved in, and so they don’t need to know that their object is 
important in the history of art.  It is an important object for whoever buys it and 
hangs it on their wall because it is unique" (Leo, Education and training 
provider). 
Practice as a way of life – Some practitioners spoke about having a 
compulsion to practice.  Whilst wanting to make a living, their need to pursue 
their practice was stronger than the financial need, as reflected in the following 
comments: “It’s kind of a cliché, it’s not about the money, it’s not about the 
selling – when really you think it is really, but it isn’t really.  It’s whatever that 
urge is to keep on keeping on” (Rose, practitioner) and “I don’t make art work 
because I want to make money out of it but I have to make art work, it’s like a 
creative outlet, almost like therapy.  I think I’d go insane; I do go insane if I don’t 
make it” (Tom, practitioner).  
Practice as leisure – This category refers to practitioners with time and 
resources to pursue their practice without the need to make a living out of it.  ”I 
think that one of the things is that people that do move down here are quite well 
off and so they have got time to indulge in being creative because they are not 
necessarily having to go to work every day so they have some kind of income 
that enables them to do their creative pursuits, not necessarily as a job but 
people do have time to do them” (Lin).  This attitude mostly applied to retired or 
semi-retired practitioners.  
The variety of attitudes and motivations to making a living was both a strength 
and weakness of the sector.  An example of a strength was that it made for a 
rich ecology and a potentially vibrant learning environment.  The mix also 
contributed to the sustainability of the sector as the practice as leisure 
practitioners were often consumers of training provided by other local 
practitioners.  Furthermore, there were opportunities for practitioners to learn 
from the experiences of those who were managing to make a living.  But the 
diversity was also perceived as a weakness as it made the sector less cohesive 
when it came to developing and promoting the sector as an economic actor as 
reflected in the following: "And some of the artists that I have connections with 
are equally frustrated with some of the ‘mañananess’ of some of the artists that 
are here who are basically semi-retired in some respects and are not pursuing 
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their careers professionally outside of the area and it may be a very harsh thing 
to say but there is a slight feel of that about the place" (Ben, art business). 
4.6.3 Working environment  
In the survey some 62% (68/109) of practitioners, worked exclusively from home 
and 27% (29/109) exclusively from an external studio, in most instances this 
was a shared studio.  The remaining 11% (12/109) combined working at home 
with external studio work and working at home and on location31.  A number of 
factors were identified for the high prevalence of home working.  The biggest 
determinant being financial with a number of practitioners stating that they could 
not afford an external studio space.  Creatively, whilst some championed shared 
studios, others spoke about valuing the solitude that working from home 
afforded: “I think I would find it difficult if I didn’t have at least some time to 
myself to work in silence” (Mal, practitioner) and “I suppose I probably enjoy 
working on my own, without people watching me work, that’s probably the 
reason why” (Clare, practitioner).  Home working also offered flexibility in terms 
of working patterns and managing portfolio careers.  Practitioners with a heavy 
reliance on equipment tended to work in an external studio. 
 
Figure 16 Map showing practitioner work locations                                                          
31 See Appendix 6 for on-line survey data 
Redacted due to copyright
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Figure 16 shows the work location for 92 questionnaire respondents.  The 
largest concentration of practitioners is in and around Stroud Town and in the 
area known as Stroud Valley or the Golden Valley to the south east of Stroud 
Town.  
4.6.4 Choosing Stroud as a base  
The origins of the District's visual arts and crafts community was diverse, 
comprising those who had always lived in the District, practitioners that had 
returned to the area, practitioners who moved into the area a significant time 
ago and more recent incomers.  The majority of artists and craftspeople 
surveyed (55% (59/107)) had been working in the District for 10 years or more.  
At the other end of the spectrum, new entrants to the sector over the last year 
(2008-2009) made up 5% (5/107) of survey respondents, suggesting a vibrant 
sector32.   
The reasons why practitioners chose Stroud as their base are numerous and are 
detailed in Figure 17.  The most frequently cited reasons by questionnaire 
respondents was family connections and a vibrant arts scene with the following 
comments reflecting practitioner perceptions of the latter: a “strong artistic 
community with lively arts scene” (questionnaire respondent no. 34) and a 
“dynamic area for artistic activity” (questionnaire respondent no. 41) and “enjoy 
the general ‘vibe’ here including the proliferation of other artists” (questionnaire 
respondent no. 85).  Nearly a quarter of practitioners surveyed were natives of 
the area and had never left Stroud or they were returnees.  Other reasons cited 
were the natural environment, employment opportunities, affordability, a 
supportive community and good access to London. 
                                                        
32 See Appendix 6 for on-line questionnaire data 
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Figure 17 Reasons for setting up in Stroud 
(Source: Analysis of on-line questionnaire Q. 733) 
 
Interviewees placed most emphasis on the artistic milieu and the sense of 
feeling accepted within the community as typified by the following “you can be 
who you are and everyone seems to muddle on together” (Tina, practitioner).  
Attention was also drawn to a sense of a shared identity or interest “That’s 
definitely a thing for us – there’s going to be people that we know we’re going to 
have something in common with.  I do think that that is a big thing” (Tina, 
practitioner) and “ we just sort of liked the atmosphere of the place when we 
wandered around it was just sort of buzzy and lots happening in the street with 
the market it just felt like the sort of community that we could identify with you 
know”.  And “That’s what is amazing about Stroud – there are so many people of 
like minds.  It’s just incredible.  It’s a really incredible town” (Clare, practitioner).   
Interestingly, a common scenario for interviewees was that they settled in Stroud 
by chance, they visited the area not knowing about the creative scene, such as                                                         
33 See Appendix 6 for on-line questionnaire data 
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visiting a friend and then decided to move to the area, but that once in the area 
they soon became very settled.  There was also a time dimension at play, those 
moving in the 1980s did not necessarily come for the cultural milieu, rather, they 
came for affordable living and discovered it when they got there: ”I think also if 
you look at the history of it, there was an influx of people moving from London 
down here for the property prices, through the 70s/80s, and I think that some of 
those people were more on the alternative thinking creative side” (Tina, 
practitioner).  
4.6.5 Exhibiting practices  
Practitioners were asked to list up to five venues where they frequently exhibited 
or sold their work.  85% (71/84) of respondents said that they exhibited locally 
and of those who exhibited locally, 69% (49/71) of practitioners exhibited locally 
only.  Exchange through the annual open studios event was high with 58% 
(41/71) of practitioners listing it.  13% (11/84) of practitioners exhibited or sold 
work beyond the Stroud District alone and 8% (7/84) exhibited or sold in London 
and 4% (3/84) internationally34.  The breakdown of exchange locations shows a 
strong tendency towards exhibiting locally within the Stroud District and the 
Open Studies was a popular event.  
In terms of choice of location, with a number of exceptions, established 
practitioners tended to show their work beyond the District whilst aspiring visual 
artists and craftspeople relied more so on local venues.  Typically, established 
practitioners dealt with a small number of cultural intermediaries based beyond 
the District and they stressed the value in developing long-term professional 
relationships with galleries and agents: “I know that my relationship with my 
gallery is crucial and I’m not going to do anything that would jeopardise that.  It 
is a very small world, people would find out if your sort of go, if you don’t act 
professionally” (Ted, practitioner).  Another established practitioner commented 
that they would not have time to sell their work and so they relied on a gallery to 
take on this role. 
A gallery may represent a practitioner in which case the practitioner can sell 
work exhibited by the gallery only through the gallery or it will take a commission 
on work sold beyond the gallery.  Some galleries want exclusivity but this is 
potentially risky for an artist.  Should the gallery be in a rural location, this is                                                         
34 See Appendix 6 for on-line questionnaire data 
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potentially even riskier for the practitioner as given population circulation, the 
potential footfall for a rural gallery is likely to be less than that for a city gallery.  
Factors that practitioners took into account when making exhibition related 
decisions included an assessment of the costs involved, sales and income 
potential, status associated with the event or venue, the prospect of the 
exhibition or show leading to further opportunities and fit with the practitioner’s 
ethos and practice.  As referred to above, individual practitioners made cost 
benefit assessments of particular exchange options, as reflected in the following 
comment by an established practitioner: “I rarely hold exhibitions as these tend 
to have too small a financial return for the amount of time they demand” 
(questionnaire respondent no. 91).  
Practitioners whose practice spanned a number of media often needed to show 
their work in different places as commercial galleries tended to specialise in 
particular types of work.  Where an artist wanted to show the spectrum of their 
work, an option was to host a solo exhibition or group exhibition involving 
practitioners working across a number of disciplines.  The inability to show all 
their work together prompted one practitioner to set up their own private gallery.  
Of course, only a limited number of practitioners would be in a position to do this 
in terms of finance and the practicalities of running a gallery and workshop.  
Exhibiting locally posed a number of challenges such as convincing curators and 
art critics to make the journey, most often from the city, to rural Stroud, attracting 
a sizeable audience, as unlike a city location, the potential volume of visitors is 
considerably fewer, and making considered choices about where and when to 
exhibit work.   
Aspiring practitioners tended to partake in a greater number of exhibition 
options.  The arts organisations and arts businesses played a role in helping 
practitioners to exhibit beyond the area.  Stroud Valleys Artspace (SVA), a local 
arts organisation, for example, brought local work to London and to Marrakesh.  
Similarly, Gallery Pangolin brought local work to their London gallery, Pangolin 
London.  
Types of exhibiting and retail exchanges included hosting or contributing to an 
exhibition and taking up a residency where typically a practitioner made a site 
related work.  Residencies were diverse, spanning hospitals, to shopping 
centres to housing estates.  Generally, the practitioner was funded to some 
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degree during the residency.  Two residencies took place in the case study area 
in 2010, a textile artist35 was resident at the Museum in the Park as part of the 
Stroud International Textile Festival, and a silk screen printer36 was resident at 
the SVA as part of Site Festival 2010.  Practitioners from the case study area 
were also in residence outside the District.  
4.6.6 Membership of arts organisations  
Membership of Stroud-based arts organisations was strong amongst individual 
practitioners with 81% (83/103) of questionnaire respondents involved with at 
least one organisation.  Beyond the District, around a quarter of respondents 
were members of County organisations and of national organisations.  
Frequently practitioners were involved with a number of organisations, reflecting 
that many practitioners practised across a number of disciplines.  Only 4% 
(4/103) of respondents stated that they were not members of any organisation.  
4.6.7 Networking habits  
This section presents analysis about network size, the geographical span of 
network members and offers an insight into the structure of networks in Stroud.   
4.6.7.1 Network size 
Network size is considered to be an indicator of an actor’s access to social 
resources (Bastani, 2007), or network capital.  Thus in the context of this 
research, network theory would suggest that the greater the number of 
connections a practitioner has the more likely he or she is to know someone 
who can assist if requested.  
Network size was calculated by adding up the number of people (alters) that the 
practitioner (ego) identified in response to the on-line survey questions 13-17 “In 
relation to your main creative activity, what relationships do you consider to be 
important to you in pursing your work?”  Space was provided for practitioners to 
list up to 5 names and practitioners were invited to use space at the end of the 
questionnaire for any additional names that they wished to include.  
70 (63%) of artists and craftspeople (egos) out of a total of 111 respondents 
provided information about relationships with other people (alters) that they 
considered to be important to them in pursuing their creative work.  The                                                         
35 Deidre Nelson 
36 Ryota Sato, a Japanese artist.  
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breakdown of the number of alters listed by practitioner is shown in Table 9.  
The greatest percentage of practitioners (30%) referred to only one person, 
followed by 26% who gave details of two relationships and 24% identified five 
people.  Whilst optional, no practitioner gave details of more than five people.  In 
total, the 70 practitioners gave details of 190 relationships that they considered 
important to them in pursuing their work.  
No. of network 
members listed by 
the practitioner  
No. of practitioners  As a % of practitioners 
that provided network 
data 
1 21 30% 
2 18 26% 
3 8 11% 
4 6 9% 
5 17 24% 
Table 9 Practitioner network size  
(Source: analysis of on-line questionnaire Q.13-17) 
 
The tendency towards smaller networks containing one or two alters can be 
interpreted in a number of ways.  It may be reflective of the structure of the 
sector with its tendency for lone working (62% practitioners worked exclusively 
from home).  Alternatively, it may be suggestive of the propensity for 
practitioners to be self-sufficient with little need to draw on others.  The small 
network size may also be suggestive of isolation within the sector.  Many 
interviewees referred to being very busy and thus it is conceivable that 
practitioners had little time to develop relationships, as per the following 
response to a question about the extent to which the practitioner was linked to 
other practitioners: “Not very much, and I think that’s partly due to time pressure, 
because it’s very labour intensive, what we do, in terms of under your air hood in 
your wellingtons grinding glass a lot of the time” (Tina, practitioner).   
Despite the often solitary nature of visual arts and crafts activities, the tendency 
towards small networks was a surprising survey finding.  It is also possible that 
the results are not a true representation of network size but rather are a 
reflection on the method of data generation.  Some respondents did comment 
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that they found this part of the questionnaire onerous as for each alter the 
practitioner was asked six questions.  
Having analysed the data as a whole they were then analysed according to 
income grouping.  Figure 18 suggests that there was little evidence of a link 
between making a living and the size of personal network as no one size of 
network dominated.  For those aspiring to make a living, the tendency was to 
have a small network whilst for those not aspiring to make a living the split 
between alter group sizes was non-specific.   
 
Figure 18 Network size by income status 
(Source: analysis of on-line questionnaire Q.13-17) 
The above data were somewhat surprising as it was anticipated that 
practitioners making a living would have tended to have had larger networks on 
the basis that they would have, for example, involved people in the process of 
exhibiting their work.  It may also reflect how they interpreted the request to 
identify people that they considered ‘important’ for pursing their work.  
The ego/alter data were further analysed to see if there was any association 
between the size of personal network and the type of creative practice.  The 
results are shown in Table 10.  The only noteworthy feature here was for a 
tendency for practitioners, who painted, drew & illustrated to have small 
networks, otherwise the data were somewhat inconclusive.   
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Creative Activity 
(no. of 
practitioners) 1 alter 2 alters 3 alters 4 alters  5 alters 
basket making (3) 2 0 0 0 1 
ceramics (6) 0 1 2 2 1 
glass (6) 2 0 1 0 3 
installations (2) 1 0 0 1 0 
jewellery (2) 1 0 0 0 1 
photography (4) 1 1 1 0 1 
PDIP (29) 10 9 2 2 6 
sculpture (10) 3 3 2 0 2 
textiles (5) 0 2 0 1 2 
wood (3) 1 2 0 0 0 
 
      
*PDIP – painting, drawing, illustration and printmaking 
Table 10 Personal Network size by creative practice  
 (Source: analysis of on-line questionnaire Q.13-17) 
 
4.6.7.2 Geographical span of networks members  
Attention now turns to the geographical span of networks.  Practitioners were 
asked to indicate where their network members were based and respondents 
were given a number of options from which to choose.  The breakdown of 
location is shown in Figure 19.  Just over half of the network members identified 
by survey respondents were locally based i.e. within the Stroud District and 
three quarters of alters were from the District combined with Gloucestershire 
and the South West.  Fewer than expected were based in London. 
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Figure 19 Geographical locations of practitioners’ network members  
(Source: analysis of on-line questionnaire Q.13-1737) 
 
In some instances, limited local ties were intentional.  It emerged from the 
interviewee data that practitioners who were making a living from their practice 
tended to be less connected locally, their networks were more focussed beyond 
the District: “the biggest names are a bit more reclusive as they are 
internationally in demand all the time and Stroud is just where they come to 
work.  It probably isn’t where they’d come to do their socialising or having 
exhibitions or things like that” (Peter, art business).  Similarly, referring to 
established practitioners another interviewee commented that “you’ll find a 
number of practitioners who live in and around Stroud who don’t really partake in 
Stroud activity at all“ (Ron, practitioner).  Yet, as the following comment from an 
established practitioner relays, the presence of the milieu-based networks are 
valued even where the actors are not overtly involved: “Also, there’s that 
security, you think if I move to Stroud there’s going to be a lot of like-minded 
people.  There is going to be that support network there, and whether you think 
you actively engage with it or not, you do” (Tina, practitioner). 
                                                        
37 See Appendix 6 for on-line questionnaire data 
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4.6.7.3 Network structure 
Network structure can be considered from a bounded and unbounded 
perspective.  Pursuing a bounded perspective, the focus of attention is on the 
relationships within the Stroud Valleys.  The starting point for the unbounded 
view is the individual practitioner and the relationships considered can be 
located anywhere.  It was not possible to collect bounded network data and thus 
the comments that follow largely concern perceptions of local structure given by 
interviewees (S.3.5.1.2).    
Turning firstly to the local bounded network, perceptions of connectivity between 
practitioners are not uniform.  One narrative portrays Stroud as having a densely 
connected local network of practitioners: “It’s quite a small town and such a high 
density of artists and you tend to know them all anyway, if you’ve been here long 
enough you’ll start to know oh it’s that person doing another exhibition in that" 
(Tom, practitioner).  The implication in the above quote is that the high degree of 
connectivity results from a combination of geographical scale, volume of 
practitioners and length of time in practice.  The following commentary also 
depicts a highly connected creative community: “The people who’ve been here 
for a certain amount of time are all connected to each other directly or through 
someone who’s friends with the other person and it’s such a tiny little scene 
here.  But it’s like the six degrees of separation; it’s more like two…  Everyone 
knows everyone after a little while” (Mike, practitioner).  
A practitioner who was relatively new to the area spoke about how easy he had 
found getting to know other practitioners and he suggested that this was 
possibly due to the high level of connectivity within the sector and he also 
referred to the multiple opportunities for face to face networking such as 
practitioner trails, private views and the festivals.   
An alternative narrative portrays a less densely connected local structure.  
Recognition for example, of a degree of isolation amongst photographers was 
cited as a trigger for establishing Photostroud in 2007 and one of the aims of the 
new group was to foster networking between the District’s photographers.   
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4.6.8 Summary: Individual arts and crafts practitioners  
A strong theme running throughout the description of the individual arts and 
crafts practitioner group is diversity.  Diversity in terms of making a living and 
aspirations on this front, attitudes to practice and the stratification of the group 
with regards to degree of recognition beyond the District.  Whilst this diversity 
made for a rich creative ecology, it also has implications for the cohesiveness of 
the group and policy development to support the sector.  It is possible that the 
small scale of the sector will act to exaggerate the sense of diversity, a topic to 
which Chapter 6 will return.  
4.7 Art businesses  
Alongside individual practitioners, art businesses had a central position in the 
District’s visual arts and crafts sector, as per Figure 12.  The purpose of this 
section is to provide an outline of those art businesses in terms of their activities, 
their role as an employer, and their wider relation and contribution to the art 
world locally and beyond.  
Stroud District is home to a notable number of high profile and medium-sizeable 
art businesses.  These include Darbyshire – framers and fabricators, two bronze 
fine art foundries - Pangolin Editions and Castle Fine Art Foundry and Science - 
art studios for artist and sculptor Damien Hirst.  There are also a number of arts 
materials suppliers, including Pegasus Arts and Kendrick Street Gallery.  A 
number of these businesses have a high profile, as captured in the following 
comment: “Darbyshires probably frames pretty much all the big London shows 
and so you can go down to Darbyshires on any one day and see you know a 
collection of international artwork that you would struggle to see in a day in 
London, really its extraordinary how much work gets framed in Stroud and what 
comes to Stroud to be manufactured and returned to London.  It’s amazing” 
(Ron, practitioner).  Subsequent chapters will explore the significance of the 
concentration of a number of arts businesses in the Stroud District.  
The reasons for setting up in Stroud appear a mixture of personal connections 
and artistic practice.  Pangolin Editions established a workshop in the District 
initially to cast the work of sculptor Lynn Chadwick and for Darbyshire it was a 
mixture of local connections and affordability.  Personal friendships and 
proximity to Pangolin Editions and Darbyshire reportedly brought Damien Hirst 
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and Science to the District.  The pool of practitioners and the creative 
atmosphere already referred to also acted as a pull factor.   
4.7.1 Art businesses activities 
The art businesses in the District engaged in different processes.  Art material 
suppliers such as Pegasus Arts and Kendrick Street Gallery contributed to pre-
production, Pangolin Editions, Castle Fine Art foundries and Science for 
example, were in engaged in the production of pieces of work and Darbyshire 
framers and fabricators focused on post-production activities.   
Consideration of client bases reveals that the art businesses had both local and 
non-local customers.  Notwithstanding web based sales facilities, the arts 
suppliers were principally engaged with local practitioners.  In contrast, the client 
base for Pangolin Editions and Darbyshire was predominantly non-local.  
Pangolin Editions casts work for around 200 established British and international 
sculptors.  Similarly, the Darbyshire client base was national and international 
and included many leading British contemporary artists.  Science was different 
again as the studio worked exclusively for Damien Hirst.   
In terms of spatial organisation, again there is variation.  The art suppliers are 
largely local facing as each has a local shop however, they do have the capacity 
to reach a wider audience via web-based mail order services.  The Pangolin 
Editions site combines both production and client liaison whilst in the case of 
Darbyshires, client liaison is largely dealt with via an office in London and 
fabrication via workshops in the Stroud District.  
4.7.2 Art businesses as employers 
The most visible role of the arts businesses within the sector is as an employer 
as the following suggests “because big companies like Pangolin in Stroud, 
Darbyshire framers, Damien Hirst and his studio in Stroud, what you see there is 
an awful lot of younger artists or recent graduates who can in Stroud find a way 
of supporting their activity by working in associated industries” (Ron, 
practitioner).  At the time of the interviewees (May to September 2011), together 
Pangolin Editions, Science and Darbyshire Framers employed around 170 
people.  Prior to the 2008 recession, this figure was nearer 200 employees.  
Undoubtedly, these businesses did provide employment opportunities, however 
they did not rely solely on visual artists and craftspeople.  Pangolin Editions for 
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example, prized hand to eye coordination and team working skills and thus their 
employee base was broad.  
The nature of employment in the art businesses appears mixed.  The picture 
that emerged from the interviews was that employment was often transient in 
nature, appealing particularly to new graduates embarking on a career in the 
sector.  One art business drew attention to changes in employment law that had 
made it less financially desirable to employ free-lance workers thus limiting 
flexible employment opportunities for arts and crafts practitioners.   
In addition to an income source, the businesses offered practitioners an insight 
into a wider art world, as a representative of one of the art businesses highlights 
"They get paid but they get to see a lot of art.  We work very much with 
contemporary art galleries.  They see that a lot of art that comes here through 
private galleries that are selling art so they get to see that it can work, artists can 
find a gallery, sell work" (Ben, art business).  From the other side an employee 
interviewee spoke about how he viewed his employment with one of the art 
businesses as a key part of his art education saying, “There is a constant stream 
of art work coming through the place.  And in some ways it seems to me that it’s 
quite useful in terms of having some idea what the major galleries in London are 
actually exhibiting but also it keeps you motivated, you start to understand the 
commercial end of how galleries operate” (Tom, practitioner).  Similarly, a 
questionnaire respondent (no.4) reflects: “The artists absorb the best practice 
from these organisations and this informs their own creative practice” and 
another practitioner talks of the businesses as offering “some very good 
stepping stones so that young artists can earn a bit of money working in one of 
the organisations in and around Stroud or businesses in and around Stroud” 
(Don, arts organisation).  
The businesses also provided a vehicle for networking.  In 2009 for example, 
past and present artists who worked at Science put on an exhibition in 
Nailsworth38.  Similarly, in 2013 Gallery Pangolin hosted an exhibition39 of 
personal work by foundry employees and in doing so celebrated the practice of 
many of its workers.   
                                                        
38 State of the Ark – March 2009 
39 In-House April 2013 
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Employment opportunities also provided an important means for maintaining 
and building networks.  The following extract, whilst lengthy is included as it 
captures the employment / social dimension of place based communities of 
workers discussed in Chapter 2 (S.2.7.7). 
“Sally used to work for Science, so Sally and the other Sally and Joan and Bill, 
and all the people I used to meet when I came down here before, they were all 
Sally’s set and her friends.... they all either worked for or still work for Damien 
Hirst at Science, and a few of them had worked at Pangolin, and another of 
them, Susan that didn’t work at Science, but she’s a friend of our other 
housemates Tina who worked at Science.  But Susan ... gets her stuff framed at 
Darbyshire’s which is why I’d heard about them” (Mike. practitioner). 
Thus, the art businesses performed a multi-functional role, one that extended 
beyond merely a source of income to practitioners holding portfolio careers.  
4.7.3 Engagement with the local art world. 
Many of the businesses have wide engagement with the local art world.  A 
number of the businesses have galleries attached including Pangolin Editions, 
Pegasus Arts and Kendrick Street Gallery.  In the case of Pegasus Arts and 
Kendrick Street, this provides affordable exhibition space for local practitioners 
whilst Gallery Pangolin was more so about exhibiting the work of sculptors 
connected to the foundry and thus less local focussed.   
Another source of engagement with the local art world was through involvement 
over the years with local festivals and events.  Darbyshire have regularly 
sponsored and hosted events as part of the annual Site Festival as have 
Pangolin.  In 2011 for example, Pangolin Editions invited a local artist to curate 
an exhibition of Stroud artists40 that ran during the festival at their foundry gallery 
and the following year they took the exhibition to their prestigious Pangolin 
London gallery.  Gallery Pangolin’s exhibition of the foundry workers’ personal 
practice, referred to above, formed part of the annual Stroud Site Festival.  For a 
number of years, Darbyshire funded an arts award as part of the annual Site 
Festival and in more recent years have hosted events as part of the festival 
programme.  
                                                        
40 Strange Beasts 
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Practitioners interviewed considered that the presence of the art businesses in 
the District contributed to the area’s creative reputation.  In particular, it came 
across that the location of Damien Hirst’s studios in the District had helped to 
put Stroud on the map as a creative place.  The art businesses were thought to 
have acted as a magnet encouraging practitioners to set up in the area, to find 
employment and to avail themselves of the production and post-production 
services on offer, thus further contributing to the creative population of the 
District and its reputation. 
Furthermore, the art businesses are also clients of each other.  Thus, Pangolin 
Editions casts work for Damien Hirst, allegedly a pull factor for Damien Hirst 
locating nearby.  Darbyshire is the principal framer and fabricator for Hirst’s 
work.  The two Pangolin galleries, the local one, Gallery Pangolin and the 
London one, Pangolin London have work framed by Darbyshire.  So the art 
businesses have inter-connected work relationships and at times are involved in 
related activities along the production system. 
The role of the art businesses does appear to be multi-dimensional.  Whilst high 
profile art businesses like Science, Darbyshire and Pangolin were largely 
involved with the production of work for practitioners based outside the District, it 
is argued in this thesis, that these businesses viewed themselves and were 
viewed by the sector as an integral part of the local milieu for the opportunities 
that they offered and the symbolism arising from their location in the District. 
4.8 Cultural infrastructure  
The section concerns the cultural infrastructure which refers to actor groups: arts 
and crafts organisations, and educational and training providers.  First, the 
District’s arts and crafts organisations are introduced and their contribution to 
the workings of the sector is described.  
4.8.1 Arts and crafts organisations 
The District is home to a host of organisations and Table 11 below identifies 
those most frequently referred to by respondents of the on-line questionnaire41.  
 
                                                        
41 Findings from Q11 and Q18.  
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Organisation  Activity 
Stroud Valleys 
Artspace (SVA), 
Stroud Town  
An artist led project for the promotion of contemporary arts.  It 
provided studio space, organised an annual festival and a 
year round programme of events and operated an information 
network to support artists.  
Stroud 
International 
Textile Festival, 
Stroud Town   
Concerned with the promotion, education and enjoyment of 
textile arts and applied arts.  Organised an annual festival and 
a year round programme of events, exhibitions and 
workshops.  
Gloucestershire 
Guild of 
Craftsmen, 
Painswick42   
Concerned with the promotion of contemporary designer 
crafts.  Ran a permanent gallery for the sale of members’ 
work and organised shows to promote members’ work.   
Gloucestershire 
Printmakers Co-
operative, 
Thrupp 
Concerned with the promotion of fine art printmaking. 
Provided print making facilities for members, hosted a festival 
and ran classes and workshops  
Photostroud, 
Stroud 
A collective to give visibility and support to photographers in 
the District.  It hosted a festival. 
Under the Edge 
Arts, Wotton-
under-Edge 
A community arts project that hosted a year round 
programme of events and ran classes and workshops in 
visual arts, crafts, literature and performing arts. 
Prema Arts, 
Uly. 
An arts centre for performance, live music, art exhibitions, 
workshops and classes.  
Table 11 Arts organisations in the Stroud District 
All the organisations listed in the table were practitioner initiated.  For example, 
a small group of print makers who wanted to respond to an unmet demand for 
printmaking facilities in the area set up the Gloucestershire Printmakers Co-
operative.  Similarly, two practitioners who wanted to address a dearth in the 
availability of shared workshop spaces established the Stroud Valleys Artspace.                                                          
42 Since moved to Cheltenham 
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The organic growth of these organisations is in keeping with the track record of 
community activism referred to earlier and the entrepreneurial streak evident in 
the Stroud community.  It is also perhaps reflective of the necessity for 
practitioners to be entrepreneurial in order to continue to practice their work.  
4.8.2 Role of arts and crafts organisations 
These arts organisations performed a number of roles:  
Promotion and co-ordination – they sought to galvanise an often disparate group 
of practitioners and tried to increase public awareness of the sector’s activities.  
Reflecting on SVA for example, an interviewee concluded that the organisation 
had played a significant role in making visible the work and presence of the 
many artists based in the District: referring to the two founders, “what they have 
done with SVA I think that it has sort of achieved a critical mass, somehow that 
there is enough, suddenly there is visibly, so much going on.  So I think that 
there has always been a lot of artists working in this area but tucked away, a bit 
like I am and not necessarily forming an identifiable group” (Ted, practitioner).   
The organisations organised festivals and events, a goal of which was to build 
relationships with other organisations both to promote what was going on locally 
and to look for opportunities to promote local work beyond the District.  The 
2010 Stroud International Textiles Festival, for example, had a strong link with 
Scotland, SVA used an artist in residence scheme to build networks with a 
gallery in Marrakesh, and Gloucestershire Printmakers used their Impress 
festival to build links with other national and international print co-operatives.  
The organisations also employed strategies to engage members of the local 
community who might not ordinarily get involved in the programme of events.  
One such strategy involved combining music with visual arts events, the 
assumption being that music would be the initial appeal.  Reflecting on this 
approach a practitioner supportively commented about SVA music events: “they 
do an awful lot of music based activity events and it’s really interesting how that 
starts touching a very very different audience to those who might be interested 
say in visual arts activities and I think those strands are really important” (Ron, 
practitioner).  The music events also generated much needed income.  
Events organisation – in addition to promoting local talent, importantly, the 
events provided opportunities to bring the work of non-local practitioners to a 
local audience.  Exposure to the work of non-local practitioners was important 
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for countering any tendencies to parochialism and creative stagnation, as 
reflected in the following comment about the curation of the SIT festival  “What 
Liz’s done with the international textile thing has been very good and drawing 
really good quality work in” (Tina, practitioner).  Bringing together work of 
multiple practitioners for a festival or time limited exhibition was more likely to 
attract larger audiences, including art critics, than a one-off show.  Typically, a 
brochure accompanied the annual festivals thus extending the value of the 
event.  
Network facilitation – the organisations facilitated networking and support 
between practitioners.  A number of organisations organised regular meets, get-
togethers and had e-mail groups and news groups, which enabled practitioners 
to link with other practitioners.  The programme of events and activities also 
facilitated networking, as illustrated by one practitioner who referred to going to 
a festival opening event knowing only two to three people and leaving knowing a 
considerably greater number.  This was valuable given the prevalence of home-
working and the number of practitioners working on their own. 
Driving up standards – they contributed to maintaining and raising the levels of 
quality.  One interviewee suggested that as a result of the activities of the arts 
organisations, the quality of work in the District had risen.  Another spoke about 
how an organisation was striving for excellence.  The combination of 
programming and facilities were likely to be behind these remarks.  The 
organisations also organised workshops and master classes aimed at 
supporting creativity and strengthening technical and business skills.   
Strength in numbers - practitioners acting collectively were effective.  When the 
District Arts Award was running, for example, Photostroud negotiated that the 
2007 award was a photography award.  Another example was a project by 
Stroud International Textiles, which negotiated the placement of contemporary 
craft pieces in a museum setting43 the Museum in the Park.   
Business advice – increasingly the arts organisations were arranging events 
aimed at supporting practitioners wishing to develop their business acumen.    
                                                        
43 In the Making at the Museum in the Park, January – June 2010 
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4.8.3 Funding arrangements 
A number of the organisations received public funding including grants at a 
national level, for example from the Arts Council, at county level from 
Gloucestershire County Council and at a local level from the Stroud District 
Council and Town Councils.  Other funding sources included membership fees, 
business sponsorship and charitable donations and awards.  Significant reliance 
was also placed on the enthusiasm, commitment and goodwill of those running 
the organisations and their members, to work often in a voluntary capacity in 
order to sustain organisational activities.  Motivations other than finance were 
evident.  
4.8.4 Competition and collaboration 
Relationships between the arts organisations in the District were mixed.  Time 
constraints and competition for public funding gave rise to some tensions but 
there were also examples of collaborative working.  Lack of time was frequently 
cited as a factor that limited communication and collaboration between the 
organisations as typified by the following comment “we haven’t got time to work 
together at all which we ought to really” (Ju, exhibition and retail).  Informal 
means and membership crossovers were the principal routes for passing 
knowledge between arts organisations.  
Competition for funding was a source of tension between some organisations as 
many were struggling financially and targeting the same funding sources.  Two 
of the organisations in the District received regular grant funding from the Arts 
Council, SVA and Prema Arts.  The local authority also provided funding for a 
number of the organisations, however, during the course of the research those 
resources were being tapered down, and to zero in a number of instances.  
Given the funding scenario it was not surprising that organisations were torn 
between collaboration and competition as an interviewee commented “it can 
either be a recipe for galvanising action because people feel threatened and feel 
that collective action is better, or it means that they are very fearful of their own 
position and withdraw simply to protect their own position and I think that is what 
happened” (Don, arts organisation).  Organisations appeared to put more effort 
into building up collaborative network links beyond the District than working 
collaboratively with other local organisations.  
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Notwithstanding some tensions, many examples were given of the arts 
organisations working together, for example using each other’s facilities for 
exhibitions and there was joint working on some events.  Also the view 
expressed by the following interviewee would suggest that the situation in the 
Stroud District was quite typical: “when you become aware of just how little 
communication if any those organisations in (x city) have between one and other 
virtually none, you realise that the idea of everyone looking after their own 
interests is not unique just to Stroud (Ron, practitioner).  
Previously there had been an arts forum run by the arts organisations but this 
disbanded as with time, the main actors withdrew.  At the time of the field 
research, the organisations were not formally collectively grouped.  When 
probed as to whether some sort of umbrella organisation would be useful there 
was little enthusiasm.  Only one interviewee expressed a strong view in favour 
of some form of collective organisation.  The overriding view was that the 
informal co-ordination that was taking place was sufficient.  The significance of 
personal relationships was also raised as reflected in the following comment: 
“Well quite a lot of these things come down to personalities don’t they really, if 
you kind of have an affinity with the people on the forum and can kind of find an 
interesting kind of communication between you as individuals as much as 
organisations really, but sometimes it can just be as much as a hindrance as a 
help really so it’s a difficult one.  But I think that the wish is always there to work 
more closely together” (Pen, arts organisation). 
As referred to earlier (4.6.6), membership of local arts and crafts organisations 
was strong.  The above analysis suggests that the arts associations are a critical 
actor group in the District’s art world.  They perform multiple roles and their 
contact with a large number of practitioners accounts for this group being 
embedded in the local creative milieu.  In terms of their links with the arts 
businesses, the associations are both the recipients of their support and the 
associations provide opportunities to promote the work of the businesses.  
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4.9 Education and training providers 
The main educational provider for supporting visual arts and crafts was the Art 
School at Stroud College.  The well regarded44 School of Art offered a range of 
BETEC Diplomas in art, design, media and music.  Students wishing to continue 
their studies tended to pursue university courses in Cheltenham or Bristol as 
Stroud did not have a university.   
A significant proportion of practitioners reportedly studied at the Art School at 
some point: "I should imagine that ¾ of the people that claim to be artists in the 
Stroud area have probably been through the access course and they’ve gone 
on, a lot of them have gone on to degrees elsewhere" (Don, arts organisation).  
Thus, the college appeared instrumental in maintaining an ongoing supply of 
trained visual art and craft practitioners.  The presence of a good art college in a 
small town was considered to contribute to the level of creative activity: “The fact 
that there has always been an art college at Lansdowne, because a lot of small 
towns don’t have an art college, do they?” (Clare, practitioner).   
Interviewees spoke very positively about the Art School: "Stroud College is 
amazing and I’ve got a lot of time for it" (Tom, practitioner).  Many attributed 
significant agency to the college: "the Arts School as I said has probably been 
the prime mover in shaping the way in which Stroud sees itself actually" (Don, 
arts organisation) and “It’s a brilliant college for art” (Iris, practitioner). 
Some of the art college’s status can be traced back to the Stroud Fellowship 
Scheme linked with Art School.  The scheme invited artists to take up residency 
in the college: “one of the large rooms would be donated to one artist to develop 
their work in exchange for…  I think they had to do a little bit of tutoring, but it 
was very much a tradition to have a fellowship working” (Clare, practitioner).  
Allegedly, the Fellowship Scheme acted as a pull factor for artists, including a 
number of high profile artists, some of whom stayed once their residency was 
finished (Pen, arts administrator).  
As well as providing training for students, as already noted the Art School was a 
valued employer of local practitioners on a contractual and freelance basis 
(4.6.2).  It also provided an events venue for local arts organisations.  
                                                        
44  Achieved Grade 1 at three successive Ofstead Inspections (Leo, educational 
provider).  
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In addition to the college, there was no shortage of practitioners offering classes 
on a term and one-off basis, some independently and some in conjunction with 
the arts organisations listed earlier.  Dedicated business advice was available 
through an organisation called Arts Matrix. 
4.10 Exhibition venues and retail  
This section describes exhibition and retail opportunities in the District and 
builds on the earlier section that addressed the exhibition practices of local 
practitioners (4.6.5). 
The analysis reveals that there is a variety of place-based options and 
opportunities for exhibiting and selling work in the District including; commercial 
and not for profit galleries, annual festivals, arts trails and open studios, 
community spaces, shops and craft fairs (Table 12 provides an overview of the 
types of opportunities in the District).  Of these, annual festivals, trails and 
community spaces were the vehicles most referred to by practitioners in terms of 
events that had the potential to generate sales.    
Dedicated 
exhibition and 
retail venues  
A number of commercial galleries including Gallery Pangolin, a 
sculptor and related drawings gallery linked to the Pangolin 
Editions Foundry, art galleries in Nailsworth, Wotton under 
Edge  
Dedicated designer craft shops including Made in Stroud, 
Gloucestershire Guild shop and galleries twinned to shops 
(Kendrick Street Gallery, and specialist galleries)  
Not for profit venues for hire by individuals or groups of artists 
included The Landsdown Hall & Gallery aka The Space, and 
Ruskin Mill.   
Exhibition venues included in arts venues such as Stroud 
Valleys Art Space, Prema Arts. 
Exhibition spaces linked to arts businesses such as with 
Kendrick Street Gallery and Pegasus Arts.  
Local authority owned venues available for hire included The 
Museum in the Park, considered the most prestigious venue in 
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the District and the George Room in the Subscription Rooms, 
both in Stroud town.  Available for hire by individuals or groups.  
Referring to Bystryn (1978) typology of art galleries (S.2.7.6), 
the galleries in Stroud are more so artists’ galleries than critics’ 
galleries, with the exception of Gallery Pangolin.   
Annual 
festivals 
Stroud’s festival calendar provided numerous festivals 
including: 
• Stroud International Textile Festival – exhibitions, seminars 
and workshops over 3 weeks  
• SITE,- a month long contemporary arts festival  
• Gloucestershire Guild of Craftsmen Summer Exhibition - a 
makers’ show  
• Painswick Arts Festival,  
• Wooton Arts Festival  
• Impress - biennial printmakers festival 
On-line and hard copy brochures and dedicated websites 
accompanied many of the above thus offering on-going 
promotion and potential follow up beyond the immediate life of 
the event.  All the above are organised by arts organisations. 
Arts trails and 
open studios 
The largest and longest running art trail in the Stroud District is 
the annual Open Studios, which is open to all practitioners and 
runs over two weekends as part of the annual SITE 
contemporary art festival.  The 2011 event involved 89 artists 
across 50 studio sites.  Whilst the majority of work was 2-
dimensional, sculpture was well represented and there was 
work by a number of ceramicists and jewellery makers.   
The ‘trail’ concept is popular and in recent years a number of 
additional trails have been established including: the Textile 
Trail, running alongside the Stroud International Textile 
Festival, the Wotton Under Edge Art Trail and the Painswick 
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Open Studios as part of the Painswick Art Festival. 
Community 
spaces 
Temporary venues including shop windows that were in use 
and empty.  For example, the Stroud International Textile 
Festival 2010 included a “Shop Windows Project” where 
graduate work was shown in sixteen shops in Stroud Town.  
Initiatives using empty shop windows included ‘On View 
Project’ in Dursley and SVA’s empty shops arts project.  
A number of non-dedicated settings such as cafes (Woodruffs, 
Star Anise, Mills Bakery) and office foyers. 
Table 12 Types of exhibition and retail venues in Stroud District 
Given the volume of artistic activity, it is notable that at the time of the research 
there was no commercial gallery in Stroud town, there were however, galleries 
in some of the smaller towns and villages including, Chalford45, Nailsworth46, 
Painswick47 and Wotton under Edge48.  In the recent past, there had been a 
selling gallery (The Stroud House Gallery) in Stroud but it appears that the 
gallery closed due to a combination of financial and personal reasons.  An 
illustration gallery opened for a short period but it reportedly proved too difficult 
to sustain.  A small number of practitioners had private galleries for their own 
work.   
In addition to permanent venues and events, the time limited festivals provided 
valuable temporary opportunities for exchange. 
The selection of work for exhibition or retail emerged as a somewhat contentious 
issue.  Finding a balance between the work of local and non-local practitioners 
was a source of some tension as was the type of work considered acceptable 
for exhibition and consumption in the District.  In terms of the exhibition of work, 
there was a view that local events should concentrate on promoting local 
practitioners to a local audience.  An alternative view, and that of many of the 
festival curators, was that local events should be programmed to include the 
most appropriate practitioners for the event, regardless of their geographical 
origin and should appeal to both a local and non-local audience.  A drive, typical                                                         
45 Gallery Pangolin – sculptor and drawing gallery 
46 Cotswold Craftsmen, Studio Works  
47 Fiery Beacon, Gloucestershire Guild Gallery 
48 Fusion Gallery 
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of the arts organisations, for ambitious programming is reflected in the following 
comment: "I think the main thing is about getting higher level activity and really 
good quality programming in a rural location, we think that is really exciting that 
you don’t have to go to London to see all of that kind of work" (Pen, arts 
organisation).  In terms of the type of work to exhibit, the debate was split along 
a conservative versus more liberal approach to subject matter, Chapter 5 
(S.5.4.3) explores this matter further.  
The exhibition of non-local practitioners was also valued for its ability to expose 
local practitioners to the work of others.  Such exposure was considered a useful 
strategy for countering any tendencies towards parochialism.  This sentiment is 
recognised in the following practitioner comment: “Well it should be a two 
handed thing, it has to be because otherwise you do begin to think that the work 
you are producing locally is somehow really fantastic and amazing and then you 
suddenly bring stuff in and you see that there are other points of view and that 
keeps you on your toes, or should do” (Don, arts organisation).   
Settling on a balance between being inward and outward looking is perhaps 
more pronounced in a rural area.  Whilst physically distinct/isolated, practitioners 
will, to a greater or lesser extent, need to engage with opportunities beyond their 
locality and as well, as draw into the District the work of non-locals.  
4.11 Supporting businesses 
Numerous businesses play a supportive role in relation to the sector, an obvious 
one being the local tourist industry.  Arts organisers for example, worked with 
the tourist sector to promote their events and to secure sufficient 
accommodation and amenities during the busy festivals and exhibitions.  
Not anticipated at the outset of the empirical stage however, was the connection 
between practitioners and art businesses, and the District’s engineering sector.  
The District’s engineering activities developed in response to the growth of the 
mill activities.  More recently, engineering businesses in the District have 
concentrated on precision engineering.  Practitioners enthused about being able 
to readily source materials and skilled engineers to assist with both the 
production of pieces of work and the upkeep of equipment.  Reflecting on the 
area’s industrial past a practitioner comments: “And for an artist it’s meant that in 
and around these few valleys I can find almost any material or supply that I 
want, a photographic company that can process films in an hour or somewhere I 
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need to get steels or plastics or frames done, I mean everything seems to 
happen in and around Stroud from that point of view” (Ron, practitioner).  
Another spoke about drawing on engineers in the production of pieces: “not just 
on the arts side, but creatively in terms of small industries, there are lots of self-
employed people.  So there are lots of services here that we use: steel 
fabricators, steel treatment places, precision engineers, lighting people – there 
are lots of people who work independently, and that’s a fantastic support and 
resource for us” (Jon, practitioner).  The latter practitioner seemed to value in 
particular, the abundance of activity.   
 
Part 2 Conclusion 
Over the course of Part 2, a detailed picture has developed of the main local 
actor groups that contribute to the notion to the art world, their roles and 
workings, and how they related to each other.  A notable feature is the inter-
connectivity between many of the actor groups at both a transactional and 
informal level, suggestive of the presence of traded and untraded dependencies.  
Another notable aspect is the degree of variation in terms of working practices 
within some of the actor groups, particularly the individual practitioners grouping.  
Such variation was derived from both the position of the practitioner along the 
spectrum, ranging from internationally acclaimed practitioner to recreational 
practitioner, and the genre of creative activity practised.  Internationally and 
nationally acclaimed practitioners for example, tended to exchange their work 
beyond the District, were likely to be less engaged with the arts organisations 
and their networks were more likely to be located beyond the District.  In 
contrast, aspiring artists were more embedded in local arts organisations, their 
networks were more local and they placed greater reliance on local exchange 
opportunities.  The larger art business too, were in many ways more outward 
facing, particularly in terms of their client base compared to some of the smaller 
business such as the art material suppliers whose client base was more local.  
 
Chapter 4 Conclusion 
In this first of three results chapters, Part 1 has served to locate the study 
geographically, historically, socially and economically and in doing so, to provide 
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important context for the remainder of the empirical chapters.  Far from the 
image of a sleepy Cotswold town, Stroud emerges as a vibrant place, home to a 
number of high profile arts businesses and a concentration of individual 
practitioners.  Part 2 has provided a detailed description of the visual arts and 
crafts actor groups and in the process has begun to identify the working 
practices, relating to exchange activities and employment, of the visual arts and 
crafts practitioners and to develop a picture of how the sector works in the case 
study area.   
A defining feature of the individual practitioner group is the degree of variability 
in working practices dependent on the location of the practitioner along a 
spectrum from recreational practitioner to internationally acclaimed practitioner 
and the variability in terms of the visual arts and crafts activity performed.  Thus 
aside from variability between different cultural industries’ sub-sectors there 
appears much nuance within the visual arts and crafts sector.  The degree of 
variation adds to the complexity of assessing the extent to which the rural setting 
impacts on the workings of the sector and thus is significant for the next chapter.  
Chapter 5 is concerned with making sense of the working practices and 
workings of the sector through the analytical lenses of spatial organisation, 
relationships and place and will need to be alert to the variations identified 
above.  
A further conclusion is that the findings suggest the presence of actors engaged 
in a local production system of production and consumption operating alongside 
actors and art businesses involved in production systems that are largely 
centred beyond the District.  Again an issue for further consideration in the next 
chapter.  
The analytical lenses employed in the next chapter have all featured in this 
chapter.  In relation to the place dimension, the hard and soft factors that 
comprise the local milieu were featured in both Parts 1 and 2 and the notion of 
Stroud as a rural place was also evident.  The nature and extent of connectivity 
between the actor groups, a defining feature of different types of agglomeration 
and thus an element of the spatial organisation dimension has also featured 
strongly.  The network dimension is inherent in the presentation of findings 
relating to personal relationships.   
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The next chapter will continue to identify the workings of the visual arts and 
crafts sector in Stroud before drawing on spatial organisation, social networks 
and place theories and concepts to explore the nature and extent of the rural 
dimension.   
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 ACCOUNTING FOR THE WORKINGS OF  Chapter 5
THE VISUAL ARTS AND CRAFTS INDUSTRIES IN 
THE STROUD DISTRICT  
5.1 Introduction  
This chapter serves two purposes.  Continuing the discussion begun in the 
previous chapter, it seeks to identify the workings of the visual arts and crafts 
sector in the Stroud District.  Having established the workings, the chapter then 
seeks to account for them and in doing so, it starts to tease out the nature and 
influence of the rural setting on the dynamics of the sector.   
To help frame thinking about the workings, conceived as the routine activities 
and processes with which cultural industries actors engage to produce and 
make available their cultural outputs, and the linkages between the processes 
and the associated labour practices, the chapter employs the concept of the 
production system.  This notion was reviewed in Chapter 2 (S.2.6.1) and formed 
a central plank of the conceptual framework detailed in Chapter 3 (S.3.2.3).  To 
recap briefly, the production system refers to the ‘conception to commodity 
journey’ which refers to the series of processes involved in transforming an idea 
into an end product available for consumption (Pratt, 2004a, Coe and Johns, 
2004, Peterson, 1976, Crane, 1994, DiMaggio and Hirsch, 1976, Power, 2002)  
In Chapter 3 it was argued that a multi-dimensional approach combining 
relationship, space and place analysis offered a valuable platform for probing 
the situated nature of rurally based cultural industries in the Stroud District.  
Regarding the three analytical dimensions; place, relationships and spatial 
organisation, a tendency to theorise the workings of cultural industries in terms 
of cluster theory has led to insufficient attention being given to the role of extra-
local networks and place.  Mounting critique of the explanatory capacity of 
cluster theory (Pratt, 2004a, van Heur, 2009, Martin and Sunley, 2003) coupled 
with growing interest in the network dimension (Coe and Johns, 2004, Turok, 
2003) and the significance of place (Luckman, 2012, Drake, 2003, Molotch, 
2002) provides the justification and conceptual basis for the approach employed 
in this study.  Thus, the analysis which follows not only seeks to capture the 
spatial organisation and the local networking habits, as with cluster theory, but 
also extra-local networks along with a fuller investigation of place.   
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This chapter is in two parts.  Part 1 considers the workings of the sector actors 
and Part 2 analyses those workings through the three analytical lenses outlined 
above.  Discussion about the findings presented in this chapter and how they 
address the question about the extent to which the rural context shapes the way 
actors in the sector work, takes place in the next chapter, Chapter 6.   
Part 1:  The workings of visual arts and crafts industries in the 
Stroud District  
Using the concept of the production system, Part 1 draws together what has 
been learnt in the previous chapter about the activities and working practices of 
the different actor groups within the sector.  Then it builds on this to present a 
picture of the dynamics of the sector in terms of the main actor groups and the 
working practices of individual practitioners.  
5.2 Visual arts and crafts production system  
This section relates the activities of the visual arts and crafts actors to the notion 
of the production system, which is analysed here in terms of its structure, 
territoriality and governance.  
5.2.1 Structure of the visual arts and crafts production-consumption 
system  
Thematic analysis of the interview data generated in response to questions 
about what was involved in producing a piece of work suggests a production-
consumption system comprising the following processes: finance, content 
origination, production, post-production and exchange.  Whilst referred to as 
discrete processes, there is considerable interdependency between these 
groups of activities as illustrated in Figure 20 and as the ensuing section will 
show.  Each process is outlined in turn.  
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Figure 20 Visual arts and crafts production system 
(Source: own analysis) 
5.2.1.1 Finance  
Typically, practitioners funded their work with resources generated from the sale 
of speculative work or through commissions where a client specifically 
requested work.  Financial resources tended to be scarce and somewhat 
unpredictable and there was often a direct relationship between income 
generated from a sale or commission and the finances for the practitioners’ next 
piece of work.  This scenario particularly reflected that of practitioners in the 
early stages of their work where they may also have needed to invest in 
equipment.  A practitioner working with metal, for example, spoke about building 
up the equipment in his workshop piece by piece from the revenue generated 
from sales of work.  Thus, finance tended to be self-generated and individual 
practitioners did not refer to raising money through typical financing institutions 
such as banks.  Albeit to a lesser degree, other sources of finance referred to in 
the survey and interview data included, advances from galleries, public and 
charitable funding, loans, income from other jobs, pensions and family income. 
There was risk associated with both financing routes.  In the case of speculative 
pieces, there was no guarantee that the work would generate an income and in 
the case of commissions, where the commission was an open competition, time 
and financial resources were invested without a guaranteed return.  Of the two 
Finance  Content 
origination  
Exchange  
Production system processes  
Production  
Post 
production  
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routes, speculative work generally carried the greater risk, yet the practitioners 
highlighted an inter-dependency between the two types of work; “If you purely 
work to commission then you don’t have a public exhibiting face, and you get the 
commissions through being seen in public exhibitions” (Tina, practitioner).  Of 
the practitioners interviewed, those who were making a living from their work 
tended to undertake both types of work, however, some found working to a 
client’s brief too restrictive.   
In terms of links to other processes, finance was inextricably linked to the 
exchange process as clearly demonstrated by the following practitioner’s 
reflection: “exhibiting work is a big commitment because it takes months to 
produce and so I am very selective about where I show my work.  Basically 
because I need to sell.  That is how I make my living and it’s an expensive 
operation to keep going and making work speculatively and when I send it out 
the amount of cost in terms of time, material and overheads that is involved is 
really significant and so if I’m sending it somewhere I need to sort of be pretty 
sure that I have a good chance of selling the work when it gets there” (Ted, 
practitioner).  
5.2.1.2 Content origination and production  
For analytical purposes, content origination and production are addressed 
together, as more often than not the processes were indistinguishable.  The 
following case of an illustrator demonstrates the inter-connectivity of these two 
processes:  “just a blank bit of paper and I just start.  I have a kind of formula 
when I’m drawing, I always start with the head and then I get the tilt of the head 
and that suggests the next bit, which suggests the next bit, and eventually it 
evolves and there you go” (Rose, practitioner).   
Where the processes of content origination and production were separate, in 
most instances the content originator and the producer were the same person.  
Such a scenario was largely out of choice as few practitioners had the finances 
to employ or sub-contract production, but more importantly, practitioners wanted 
to produce their work themselves and expressed little desire to pass this on to 
someone else.  A consequence of the same actor performing both processes 
was that the activity was often very labour intensive.  Such labour intensive 
activity combined with lone working can make for an isolating working 
environment as per the following reflections: “when you’re here busy making, 
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you feel like you’re invisible” (Tina, practitioner) and “I sort of feel that I am 
working away here and most people don’t know that I exist” (Ted, practitioner). 
Where the production process was highly technical often other actors were 
involved.  For example, the casting of a bronze statue often involved a number 
of actors: “it is too technical or involves a process that requires too much 
machinery, is too labour intensive or too skilled for any one individual, takes too 
much time and is a technical aspect so the foundry works on the bronze and the 
sculptor works on the design” (Peter, art business).  Other examples of third 
party involvement included practitioners drawing on light and precision 
engineering businesses and steel fabricators in the production of work and a 
textile practitioner was anticipating sub-contracting some production work to 
individual makers, reminiscent it was suggested, of the practice of ‘putting out’ 
where wool prepared in the mills was spun and woven in cottages around the 
District (Stroud District Council., 2008). Whilst multiple production was not a 
widespread practice as most pieces were one-offs, there were a few cases, 
such as a textile artist who had worked with a small factory to reproduce bags 
and a visual artist who had licensed some images for multiple runs of what they 
referred to as ‘commercial’ goods such as tea towels. 
Beyond individual practitioners, other actors involved in production processes 
included some of the art businesses previously mentioned, such as the bronze 
foundries casting the work of sculptors and Science Ltd producing work for artist 
Damien Hirst.   
5.2.1.3 Post-production  
The relevance of post-production varied according to the creative activity and 
the visual artist’s or craftsperson’s position in the typology of practitioners.  More 
established painters and illustrators for example, passed on their finished pieces 
to framers whilst some sculptors and glass artists contracted fabricators or 
engineers to make for example, plinths on which to display their work.  Aspiring 
practitioners were more likely to perform these tasks themselves, availability of 
finances being a determining factor.  As referred to in Chapter 4 (S.4.7.1), the 
District was home to a leading post-production actor, Darbyshire - framers and 
fabricators. 
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5.2.1.4 Exchange  
Having addressed the nature of the exchange process in the previous chapter 
(S.4.6.5) this section focuses on the role of exchange in the production system 
and the links between exchange and other system stages.  Thinking about 
visual arts and crafts in relation to Pratt’s (2004a) continuum of activities, visual 
arts and crafts industries lean towards activities that rely on bringing the 
audience to the content.  The act of exhibiting is fundamental to the practice of 
making works of art and craft pieces, for when a practitioner exposes their work 
to critics and the public they are inviting debate and critique and this process is 
integral to the on-going creative and technical development of a practitioner’s 
work.  This was particularly pertinent to those working alone, as a practitioner 
reflected “it can be very difficult to work month after month just being your only 
judge of the work, and if you don’t get out and have exhibitions you can work for 
years without any comment at all on what you do” (Liz, practitioner).  
The nature of the link between the exchange and creative process varied 
depending on the method of exchange.  The often impersonal nature of the 
gallery system limited if not blocked communication between the practitioner and 
purchasers.  Whilst some practitioners preferred it this way, others valued 
contact with potential purchasers: “someone will come in that is particularly 
knowledgeable about glass slumping or something, or whatever it happens to be 
and we can have a conversation about that.  And it’ll take me off in a new 
direction, which is great” (Liz, practitioner).  Contact was greatest when there 
was no cultural intermediary as then the exchange process was direct between 
the practitioner and consumer as for example with a private shows, open studios 
and craft fairs.  
In addition to shaping the origination process, as referred to earlier and 
illustrated in Figure 20, there was also a strong link between exchange and 
finance.  However, the exchange process did not always result in immediate 
financial return.  For example, non-selling exhibitions or the display of pieces of 
work in museums and galleries whilst not holding the potential for immediate 
income, they held the potential to contribute to future income, commissions or 
added value, to pieces of work.  There is a debate, for example, as to whether 
the loan of Damien Hirst’s “The Physical Impossibility of Death in the Mind of 
Someone Living”, frequently referred to as “The Shark” to the Metropolitan 
Museum of Art, New York, was motivated by a desire to increase public access 
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to the piece or a strategic move to increase the value of the piece49.  Public 
exhibition does what it says, it keeps the sculpture, painting or piece of cloth in 
the public domain for all to experience whereas when a piece is sold, depending 
on the purchaser it may be removed from public view.  Whilst commissions and 
private sales could be lucrative, most practitioners wanted to maintain a public 
profile and museums and public galleries were an effective means of doing this.  
A small number of Stroud based artists had pieces in galleries and museums or 
had been commissioned to create pieces of public art. 
As previously noted there were only a limited number of commercial galleries in 
the District and none in Stroud town.  In the District often exhibitions took place 
in not for profit galleries and alternative spaces.   
The prevalence of practitioners undertaking both the content origination and 
production had particular implications for the supply of work for exchange.  
Reliance on a single practitioner to produce goods was at times problematic.  In 
terms of retail, practitioners and particularly sole practitioners, for example, 
could not always meet the requests for similar or repeat pieces in a timely 
manner.  Furthermore, the practitioner was not always creatively inclined to do 
so.   
Making work available for sale in one sense turned the work into a commodity, 
something that could be bought and sold and resold.  Practitioners did not talk 
overtly about their work as a commodity but in the course of referring to their 
work as a business - as some did, practitioners were at some level accepting 
that their work was a commodity.  Whilst there seemed a degree of comfort with 
receiving money for their work, there was a sense that some practitioners were 
less comfortable and or less capable of taking the necessary steps to make their 
work available for exhibition or sale.  The desire to exchange work coupled with 
the hard work associated with achieving this is captured in the following: “There 
is this massive contradiction that everyone wants to be part of this amazing 
creative force that makes money from the art work and wouldn’t it be great if 
there were galleries that represented us all, but I think that that only happens if                                                         
49 “The Physical Impossibility of Death in the Mind of Someone Living” was 
commissioned by Charles Satcchi for £50,000 and was reportedly sold to the current 
owner for upwards of $8 million.  
http://en.wikipedia.org/wiki/The_Physical_Impossibility_of_Death_in_the_Mind_of_Some
one_Living 
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people get off their arse and really work for it, but artists will talk about that but 
they don’t really want that, they want someone to sweep them up and say right 
we’ll sell your artwork for you and make loads of money and you just carry on 
and do it and it never works like that” (Tom, practitioner).  
Reflecting on the structure of the production system, a number of aspects 
appear particular to visual arts and crafts practitioners.  One, is that in the case 
of individual practitioners, the same person may perform a number of the 
processes as demonstrated by the following practitioner: “You have to be pretty 
determined and constant and organised to be a maker and a photographer and 
a secretary and you know, you have to do everything and I don’t think that there 
are many people that are up to that so I think it’s not an easy job.  It is all 
encompassing” (Jan, practitioner).  Thus there is often strong personal 
involvement on the part of the practitioner as the idea passes through the 
production system en route to a finished cultural product.  Secondly, linked to 
the above, there is a tendency for few actors to be involved in the production 
system, as compared to say film making (Coe and Johns, 2004) or music 
production (Scott, 1999b, Banks et al, 2000)) where multiple discrete actor 
groups relying on many people may be involved in any one process.  Finally the 
processes can be labour intensive and consequently isolating in some 
instances.   
Within the visual arts and crafts cultural sector there is a degree of variation with 
regards to the structure of the production-consumption system and this appears 
contingent, in part, on whether or not the practitioner is established and making 
a living or not and to some degree on the medium in which the visual artist and 
craftsperson is working.  
5.2.2 Territoriality  
The territorial aspect is complex.  For one group of practitioners there appears to 
be a locally rooted production system with practitioners sourcing their materials 
locally, creating and producing their work locally and exhibiting and retailing it 
largely within the Stroud District.  There is another group of practitioners, largely 
the established practitioners, who create and produce their work locally but who 
exchange it beyond the District.  Thus, some Stroud based actors are implicated 
in a production system spanning a wider geographical footprint. 
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A similar scenario exists for the art businesses with the smaller businesses, 
particularly the materials suppliers, being largely involved in a local production 
system whilst the client base for the larger businesses was predominantly non-
local and thus businesses such as the bronze foundries and the framers – 
Darbyshire - were contributing to a production system that was largely situated 
beyond the District.  
The territorial dimension suggests that the geographies of different processes of 
the system can vary according to the typology of practitioner whether they are 
established or aspiring and so on, and the nature of the process.  Whilst all of 
the processes were evident, in the District, the interview data suggest that 
Stroud was foremost a site of content creation and production.  Whilst visual 
artists and craftspeople from across the typology of practitioners created and 
made work in Stroud, not all those actors went on to exchange their work there.  
Whilst the District did have exchange venues, it was not perceived as a site for 
exchange in the same way that some of its neighbours were: “it’s not really a 
traditional art gallery place, say, like Bourton-on-the-Water or something like 
that, or Bath.  If you had to buy art, you wouldn’t particularly come to Stroud at 
Christmas or something, because there aren’t any galleries.  You’d go to Bath” 
(Clare, practitioner).  Awareness of the geography of the production system is 
valuable for providing an insight into where value is added.  In the case of 
Stroud, the balance in favour of creation and production rather than exchange 
suggests that value may ‘leak’ out of the District (Pratt, 2004a).  
Analysis of the structure and territoriality of the production system with reference 
to Bathelt’s (2002) horizontal and vertical dimensions (S.3.2.5), results in the 
following observations.  Individual practitioners make up the largest actor group 
in the Stroud case and as such, an emphasis on similar rather than 
complimentary activity leads to a prevalence of horizontal relations rather than 
vertical ones.  Again, there is some variation contingent on the nature of the 
creative practice and the status of the practitioner.  Established practitioners 
were more likely to be involved in vertical relationships as they were more likely 
to draw on the production and post-production activities on offer in the 
‘conception to commodity journey’.  Indeed, some individual practitioners cited 
proximity to related services as playing a determining factor in their decision to 
establish or maintain their activities in the District.  For financial reasons, 
aspiring practitioners were more likely to perform more of the discrete tasks 
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themselves than engage other actors.  In terms of art businesses, whilst there 
were two bronze foundries in the District, the art businesses were more likely to 
be related vertically than horizontally.  For example, Darybshire framers supplied 
services for Pangolin Editions.  Furthermore, the art businesses were often 
involved in vertical relationships with a geographical span beyond the District. 
In theory, the prevalence of horizontal relationships tends to give rise to 
competition between similar actors rather than collaboration, and learning and 
innovation flows from a deep understanding and easy monitoring of other actors’ 
activities rather than the presence of trusting relationships (Malmberg and 
Maskell, 2001).  The Stroud case adhered to some but not all aspects of the 
above.  The small size of personal networks (S.4.6.7.1) could be attributed to 
competition and yet the empirical analysis yielded little evidence of overt 
competition between individual practitioners.  On the contrary, there were 
numerous examples of practitioners collaborating, an issue that is discussed 
more fully in Part 2 (S.5.3.1.1 ).  However, a degree of competition was evident 
between arts organisations chasing the same funding sources or seeking the 
same events venues.   
5.2.3 Governance  
The governance aspect relates to the conceptualisation of relationships between 
the actors performing the processes.  Of the typical options, that being a chain, 
circuit or web/network/ecosystem, a web conceptualisation seems the most 
appropriate in the Stroud case.  As depicted in Figure 12 (p.127) there is much 
inter-dependency between the actor groups, with a mixture of vertical 
relationships, i.e. between actors involved in different yet related processes, and 
horizontal relationships between actor groups performing similar activities.  
Some of these relationships are traded for example between an individual 
practitioner and a framer, or a practitioner and an exhibition venue.  Many, 
however, are untraded such as horizontal relationships between practitioners, or 
for example, support relationships developed between the art businesses and 
arts organisations in relation to festival events.   
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Part 1 Conclusion: summary of the workings of the Stroud visual 
arts and crafts sector  
Before moving on to the second part of the chapter which is concerned with 
accounting for the workings of the sector, the following draws together the 
analysis from the previous chapter and the above assessment of the production 
system to produce a summary of the dynamics of the sector.  
Finance  
• Individual practitioners tend to be self-financing with income generated 
from sales and commissions invested in the next project.  
• To supplement insufficient income from their main creative practice, (as 
reported by 75% (82/109) of questionnaire respondents) some 
practitioners engaged in other paid employment and in some instances 
practitioners held more than one additional job, suggestive of a portfolio 
career.   
• Artists’ organisations largely relied on a combination of public subsidy, 
membership fees, events income and charitable and philanthropic 
grants. 
Creation and Production 
• The majority of practitioners engaged with more than one arts or crafts 
activity (73% (79/109) questionnaire respondents identified a main 
activity and one additional activity.) 
• For many individual practitioners the content creation and production 
processes were overlapping and were often performed by the same 
person.  There were exceptions where the production process was of a 
highly technical nature, or a lengthy procedure or where copies were 
being reproduced.   
• The tendency was to make one-off pieces rather than multiple runs of the 
same piece.  
• The majority of practitioners worked exclusively from home (62% 
(68/109)).  
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• 81% (79/98) of practitioners were self-employed.  
• Regarding the art businesses, whilst the larger businesses had local 
clients, they were principally engaged with non-local clients.  The smaller 
businesses such as art material suppliers tended to be more local facing 
• Post-production tended not to be outsourced.  Outsourcing, where it did 
occur tended to be by practitioners who were making a living from their 
work.  
Exchange 
• Practitioners engaged in exchange as means of developing their creative 
practice.  Exchange provided an invaluable source of comment and 
critique.  
• The local market was important with 85% (71/84) of questionnaire 
respondents exchanging their work locally, and of these 69% (49/71) 
only exchanged their work locally.  
• 13% (11/84) of practitioners exclusively exchanged work beyond the 
District and 8% (7/84) exchanged work in London.  
• Established practitioners tended to exchange their work beyond the 
District and to rely on a limited number of venues.  Aspiring practitioners 
tended to engage in a greater number of exchange opportunities and to 
rely on local venues.  
• Exchange opportunities included permanent exhibition and retail venues 
and temporary annual festivals and arts tails.  Stroud contained one 
‘prestigious’ gallery at the local museum and a sculpture related gallery 
attached to the Pangolin Editions bronze foundry.  There were private 
selling galleries in some of the smaller market towns but none in Stroud 
Town (there had been in the past).   
• The District’s exchange venues and events, whilst showing the work of 
non-local practitioners, particularly when organised by the local arts 
associations, were on balance more engaged with the work of local 
practitioners. 
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Membership of arts organisations 
• Typically practitioners were members of Stroud based arts organisations 
(80%).  Around a quarter (25/103) were members of County 
organisations and a similar number (26/103) were members of national 
organisations.  Only 4% (4/103) reported not being a member of any 
association.  
 
In terms of the production system, the activities in Stroud both at an individual 
level and art business level are more concerned with content creation and 
production.  Exchange is present but to a lesser extent.  Analysing the 
production system in terms of Bathelt’s (2002) horizontal and vertical 
dimensions points to a greater prevalence of horizontal than vertical 
relationships which can have both positive and negative implications for the 
sector.  Variation according to the position of the visual artist or craftsperson 
within the typology of practitioners continues to be a feature of the empirical 
analysis, as does a degree of variation contingent on the creative activity 
practised.  
Part 1 focussed on the production system, the concept at the core of the 
framework employed to provide a mechanism for describing and organising 
analysis of the workings of the sector.  Part 2 will employ a multi-dimensional 
approach to account for the workings associated with the processes of content 
origination, production and exchange and in the process start to tease out the 
extent to which and the ways in which the rural setting shapes the working 
practices.   
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Part 2:  Analysis of the workings of the visual arts and crafts sector 
in the Stroud District 
Building on the first part of the chapter and framed in the notion of the cultural 
field, Part 2 employs the analytical lenses of spatial organisation, relationships 
and place to probe the ways in which and the extent to which a rural setting is 
implicated in the working practices associated with the processes of content 
origination, production, and exchange.  Rather than consider finance and post-
production separately they are addressed as appropriate in the discussion which 
follows. 
5.3 Accounting for the Creativity and Production Processes  
Given the frequent overlap between creativity and production processes in the 
case of visual arts and crafts activities these two processes are looked at in 
tandem.  These processes are first considered in relation to social networks, 
then in relation to spatial organisation and finally in relation to place.  
5.3.1 Social Relationships and the processes of creativity and production  
This section considers creativity and production processes in relation to 
networking behaviour, in particular, personal network composition and the types 
of subjects discussed in networks.   
The analysis, which follows, is rooted in the discussion in Chapter 2 which 
concluded that creativity was largely a social phenomenon manifest as collective 
activity (S.2.6) however, within this, there is acceptance of a spectrum of more 
collective to less collective creative practices (Negus and Pickering, 2000).  The 
empirical data contains instances of practitioners who considered their creative 
process to be an individual act as per the following “I tend to work independently 
and would much rather stay outside any organised "artistic community"” 
(questionnaire respondent no.7) and “I am very independent.  My art and my 
business is my own” (questionnaire respondent no. 93).  The majority of 
practitioners however, spoke about it as a collective activity to a greater or 
lesser degree.  The following remarks reflect typical sentiments: “I need ...a 
network of other artists with whom to discuss ideas, collaborate and exhibit” 
(questionnaire respondent no. 53) and “I enjoy being part of a varied artistic 
community and would not think as a lone artist” (questionnaire respondent no. 
49). 
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5.3.1.1 Network composition and creativity 
Responding to the questionnaire, 70 practitioners provided information about the 
main creative activity of their personal network members and collectively this 
generated data for 190 people whom they drew upon in the course of their 
work50.  This information was sought to gain an insight into the range and 
concentration of visual arts and crafts disciplines and other cultural industry 
activities to which practitioners had access.  The underlying premise is that 
network composition may help explain behaviour (Wellman, 1983).  Figure 21 
shows the main creative activity of the 190 alters named by the 70 survey 
respondents. 
Whilst diverse, viewed collectively, the practices of the network members are 
notable for largely falling within the visual arts and crafts camp, for example 36% 
of alters painted, drew, illustrated or made prints.  Practitioners involved in the 
performing arts, publishing and music practitioners whilst prevalent in the District 
(Brookes and Harrison, June 2006), did not feature strongly within the networks 
of visual arts and crafts practitioners.  The ‘other’ category covers network 
members who were listed as not having a creative practice and encompassed 
for example family members and alters working in a ‘non cultural’ sector.  Thus, 
practitioners tended to network with the visual artists and crafts makers. 
                                                        
50 See Appendix 2 On-line questionnaire 13b, 14b, 15b, 16b, 17b, 18b. 
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Figure 21 Main creative practice of network members named by survey 
respondents  
Source: Analysis of on-line questionnaire Q13b – 17b51. 
To explore further the composition of personal networks in terms of the creative 
activity of network members, the creative practice of the practitioner was 
compared to that of their network members to see whether it was the same or 
different.  The measure used for calculating the degree of difference between 
ego and alter was the index of qualitative variation52 (IQV) (Bastani, 2007).  The 
IQV results by type of creative practice are shown in Table 13.  The lower the 
IQV, the lesser the level of heterophily i.e. difference and thus the greater the 
degree of homophily i.e. similarity.  
 
                                                        
51 See Appendix 6 for supporting on-line questionnaire data 
52 IVQ = total observed differences/maximum possible differences * 100 
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PDIP53 
(29) Sculpture (10) ceramic (6) glass (6) all alters (190) 
same 44 13 5 3 104 
different  28 12 16 17 86 
no. alters  72 25 21 20 190 
IQV 39 48 76 85 45 
Table 13 Network heterophily by creative practice 
Source: Analysis of on-line questionnaire Q13b – 17b54. 
The results show that across all creative disciplines there was a slight tendency 
for practitioners to have network members who practised the same creative 
practice (IQV = 45%).  Analysis by creative discipline however, reveals variation 
across the disciplines.  Practitioners practising painting, drawing, illustration and 
printmaking were more likely to have network members performing the same 
activities in their networks (IVQ, 39%) than glass (IVQ = 85%) and ceramic 
practitioners (76%) whose networks contained more diversity.  
The variation may be explicable in terms of particular discipline cultures and the 
high proportion of practitioners who practised painting, drawing, illustration and 
printmaking.  In terms of discipline cultures, a ceramic practitioner suggested 
that fine artists tended to mix with other fine artists and more craft based 
practitioners were prone to more eclectic networks, they went on to say: “I mix 
with photographers, dancers and poets and people who write plays, I belong to 
a writing group as well, and all those people are doing all those things, 
performing and teaching and so that is a real fertilisation, and gardeners, and 
the thing about the craft world, or making is that you are open to everything" 
(Jan, practitioner).   
In addition to personal networks, more formal creative collaboration played a 
role in shaping the process of practitioner creativity.  As well as inspirations, 
collaboration provided a valued source of critique.  A member of a painting 
collective spoke about the outcomes of regularly meeting and working alongside                                                         
53 PDIP= painting, drawing, illustration and printing 
54 See Appendix 6 for supporting on-line questionnaire data 
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other painters in a group, saying that there was: “a lot of quite heated art 
discussion, which is rather good” (Clare, practitioner).  Another referred to the 
benefits of multidisciplinary working: “I wanted the group to be together because 
we were all so different it was such a good collection of skills and 
designers...and as a result we have learnt a lot from working with one another” 
(Lyla, practitioner).  Another visual artist who was inclined to work alone spoke 
about the positive creative experience of collaboration: “We were very much 
able throughout the preparation of the exhibition to meet a lot and show what we 
were doing and say ‘mm, I don’t think it’s as good as your last one’ or ‘have you 
tried doing it like this?’  So it was a genuine self-criticism.  We got excited about 
different fine liner pens and felt paper and things like that, stroked each other’s 
wad of card  That’s really nice, and that’s just luck if you come across like souls, 
similarly impassioned and just know what you’re on about, because they’re 
doing it themselves”  (Cas, practitioner).  The high incidence of lone working and 
the often solo nature and labour intensive processes involved in producing 
visual arts and craft works combined to encourage some practitioners to seek 
out collaborative events even where the natural inclination was for the 
practitioner to work alone.  In the cases above, the primary driver was reported 
as a shared passion and a synergy between their discrete practices and 
practitioners rather than physical proximity, however the physical ability to meet 
in person was valued.    
Practitioners were also asked about what they discussed with their network 
members and the results are shown in Figure 22.  Clearly personal networks 
can act as a valuable mechanism for the flow of resources and social capital 
between actors.  Most commonly, practitioners discussed creative content and 
ideas combined with technical / production issues and commercial issues in the 
form of commission, exhibition and sales opportunities.  The profile of the sector 
is such that there is considerable knowledge and experience present.  The 
challenge is to encourage the diffusion of that learning and expertise within the 
sector.  
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Figure 22 Issues discussed by practitioner and network member  
Source: Analysis of on-line questionnaire Q13g-17g55.  
The flow of knowledge and information be it of a tacit or codified nature within a 
network can be construed as a particular type of symbolic capital - social capital 
and this capital, Bourdieu (1993) suggests, can help to shape the nature of the 
creative field.  There were numerous instances in the semi-structured interviews 
where actors spoke of their willingness and desire to make available economic 
and symbolic capital to fellow Stroud practitioners.  Acts such as making funding 
available for practitioners, established practitioners passing on knowledge, for 
example of the gallery system or a particular technique, or arts businesses 
giving local practitioners more favourable repayment terms for services made a 
valuable contribution to the sector.  Such acts were motivated by an awareness 
of the many challenges practitioners faced and a desire to give something back 
or pass something on as typified in the following:  “I do believe you’ve got to 
recycle things back into the thing where you’ve come from.  We were very lucky 
when we started, we got a lot of support from artists and encouragement and so 
we feel it’s our duty to recycle it back in” (Peter, art business).   
                                                         
55 See Appendix 6 for supporting on-line questionnaire data 
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In summary, the analysis found that the relationships that practitioners drew 
upon in the course of their work tended to be with fellow practitioners from within 
the visual arts and crafts sector.  Furthermore, there was a tendency towards 
homophily with practitioners having network members who worked in the same 
discipline.  However, there was some variation across visual arts and craft 
activities.  The high incidence of discussing creative content and ideas with 
network members suggests that personal relationships matter and concurs with 
the conceptualisation of creativity as a largely social process.  Also evident was 
the potential for social capital arising from personal networks and acts of 
altruism on the parts of art businesses and arts organisations and established 
practitioners.  
5.3.2 Spatial organisation and the processes of creativity and production 
This section argues that spatial organisation does have a role to play in the 
creative and production processes but that role differs somewhat from the usual 
theorisation.  Typically cultural industries are characterised as choosing to locate 
in close proximity in order to profit from face to face transaction, reduced 
transport and logistical costs, a skilled labour market, the exchange of tacit 
knowledge and to benefit from knowledge spillovers and the resulting learning 
(Gertler, 2003, Scott, 2010, Malmberg and Maskell, 2001, Montgomery, 2003).  
In the Stroud case, the spatial dimension played a more indirect role and so was 
less clear cut than much of the literature suggests.  It was more instrumental in 
shaping the local milieu - the stage on which the creative and production 
processes played out.  The significance of the milieu is discussed in detail in the 
next chapter.  
A particular feature of the case study was that practitioners were as likely if not 
more likely to have face-to-face exchanges with other practitioners in the course 
of everyday encounters such as at the supermarket than in a dedicated work 
setting, as one practitioner commented in a causal way: “I bump into Ralph 
Brown56 at Waitrose” (Mal, practitioner).  The peculiarity of this was not lost on 
the practitioner as he reflected further on opportunities for face to face creative 
exchanges: “But here you don’t actually get that when you’re doing the work; 
you get that when you’re outside, when you’re going to Tesco’s, or when you’re 
going to a private view, or when you’re having a picnic in the park.  You bump                                                         
56 Internationally recognised sculptor 
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into all these people.  Like I said, it is completely back to front, but it really works 
well because of that” (Mike, practitioner).  One explanation for this stems from 
the prevalence of solo working and homeworking leading to a tendency for 
practitioners to interact with other practitioners away from their place of work.  
Social and cultural activities merged in the case study area.  In particular, a 
number of cafes57 were identified as hubs for socialising and networking: 
"Places like the cafés in Stroud are a real glue for networking, because they are 
good" (Mal, practitioner).  The weekly Stroud Saturday Farmers Market was also 
frequently cited as a place where practitioners mixed and consciously and 
subconsciously exchanged ideas.  This finding reflects the earlier discussion 
about the importance of socialising and networking for cultural practitioners 
(S.2.7.7).  
Unlike in some cities where specific cultural industries, sub sectors and groups 
clustered in particular geographical locations, in Stroud there was little evidence 
of such discipline specific clustering.  The lack of clustering by discipline was 
unsurprising given the smaller number of practitioners involved and given that 
many practitioners were working from home and thus it was likely that a range of 
factors and not just practice related ones, would have determined their location 
choice.   
Furthermore, given that there were often few actors involved in creation and 
production processes, there was less need to co-locate than say in the case of 
film production, where there was a greater necessity for the discrete businesses 
involved in the various production processes to be spatially proximate (Bassett, 
Griffiths and Smith, 2002).  Importantly, whilst low levels of population and 
density in a rural setting might limit or weaken opportunities for spatial 
agglomeration, depending on the nature of the cultural industry activity, these 
rural particularities need not be problematic, much would appear to depend on 
the specifics of the production system.  In the case of producing visual art and 
craft pieces, spatial proximity would appear less necessary than say for film 
production, that said, practitioners are mostly located in a particular part of the 
District as per Figure 16 p.136.  This supports the claim that different production 
systems may give rise to differing spatial organisational requirements (Sunley et 
al, 2008).                                                         
57 Star Anise, Mills Cafe and Woodruffs 
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The focal points for meeting and exchanging ideas were centred on a number of 
the District’s more sizeable urban settlements and in particular Stroud Town.  
Stroud town was a focal point for many consumption activities and consequently 
provided the backdrop for much interaction between practitioners.  A 
combination of the non-clustered nature of the cultural practices, the wide array 
of visual arts and crafts activities practised in the District and the significance of 
urban settlements as centres for day to day living and cultural entertainment, 
created a situation where there was the potential for much crossover between 
disciplines.  The following interviewee portrays the consequences of this 
scenario: “Well I think that the other interesting thing about being here is that it is 
so cross disciplined so.  I think that when you are in a city you tend to mix with 
people in your own field” (Jan, practitioner).  Perhaps such spillovers were in 
part, driven by the small numbers working in some disciplines, which acted to 
‘force’ cross-disciplinary interaction.  Thus, arguably scale, both in terms of level 
of activity and rural setting in which the activities were located, affected how 
spatial organisation influenced the creative and production process. 
Financially, Stroud, as a rural location, was reported as being a more affordable 
and viable proposition than an urban setting for some actors requiring 
substantial studio, workshop or exhibition and retail space.  The following glass 
practitioner illustrates the need for space:  “The other thing that’s really 
important about the size of space we have – because the projects that we work 
on can…  Well, a short term one is going to be three months potentially.  I’ve got 
a commission going at the moment that’s going to run for – well it’ll be installed 
in November – but it’s been running for about a year.  And, you’ve got to have 
the space where you can set things up for that and work on it for a while, but 
then you have to be able to work on something else.  It’s really important just 
having that physical space” (Jon, practitioner).   
In additional to space requirements, another practitioner drew attention to the 
impracticality of a city location for activities outside of painting, drawing and 
small scale activities, on the grounds of the costs and logistics of transporting 
materials and goods and the restrictions on production activities that generated 
certain waste products.  Reflecting on a time working in London the practitioner 
said, “We had one or two kilns, but we couldn’t do big stone carving 
commissions like I do down the road at the quarry.  You didn’t have the space, 
or the facilities to deal with slurry, with dust.  The Environmental Health jump 
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down your throats here if you make a dust cloud, and in Central London they hit 
you with fines” (Mal, practitioner).  
Furthermore, in Stroud there was the added attraction of the physical setting and 
the availability of heritage buildings: “most creative industries want something 
beautiful around them, to be able to find an industrial estate with a trout stream 
next to it is unbelievable, that’s part of the aesthetic.  You know you have 
something that is beautiful and something that is quite industrial side by side and 
I think that’s one of the big things about creative industries even the processes 
have to be beautiful as it’s part of the aesthetic” (Peter, art business).  This 
comment evokes the spirit of the Arts and Craft Movement with its emphasis on 
the environment being an integral part of the experience of working.  
The previous section highlighted the value that practitioners attached to 
collaborative working and the creative process and concluded by saying that 
such collaboration was not necessarily spatially determined.  Working in spatial 
proximity in shared studios was, however, the preferred choice for some 
practitioners, particularly those at an early stage in their career as the following 
relays “so you are constantly talking about pricing and making, who is doing 
what and where it is going, what shows are happening and so it is that 
communal thing... as you get older you tend to get more reclusive and share 
less I think because you just want to get on with your work (Jan, practitioner).  
Processes requiring expensive equipment such as printmaking also drew 
practitioners to work in spatial proximity and there were perceived benefits: “I 
think that people feed off each other definitely.  The great thing about 
printmaking there are so many different processes and techniques that you can 
use so no two printmakers are the same really.  Also, you can pick up a 
technique from somebody and adapt it to your workings and things like that.  We 
are always having demonstrations about new ideas and new techniques.  So it’s 
great.  It feeds you.  Inspirational” (May, arts organisation).  The close physical 
proximity facilitated frequent conversations and the exchange of knowledge and 
ideas appeared to feed the creative process.  The above two quotations are 
suggestive of the notion of tacit knowledge being exchanged in the coming 
together of practitioners in a communal environment.  
Furthermore, there was evidence of a growing tendency for practitioners to 
group together to form collectives.  Examples in the case study area included, 
Parkbench – a collective of 6 artists doing abstract paintings, Quercus - 
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collective of sculptors, Studio 7 - a collective of textile artists, and Foto forum – 
as the name suggests.  A practitioner reflects on the benefits of working in a 
group: “you are much stronger as a group you can do many more things than if 
a solitary artist” (Lyla).   
  
To summarise, a combination of the particularities of the production system 
giving rise to little need to co-locate and the high incidence of home working, 
often out of financial reasons, led to a tendency for many practitioners to interact 
away from their place of work.  Thus, it may be that differing production system 
structures create different spatial organisational requirements.   
Two rural related dimensions were evident.  Firstly, an issue of scale in terms of 
the limited number of cultural industry sub sectors that a rural area can sustain.  
The second dimension encompasses the practicality of a rural location in terms 
of affordability, availability of space and rural venues where unsociable activities 
can be performed as compared to a large city location.  
5.3.3 Place and creativity and production  
The empirical data suggest some strong material and socially constructed 
linkages between place and the content origination and production processes 
and these are discussed here.  The section begins by looking at the material 
aspects of place and its effect on types of work practised.  Then it moves on to 
explore how imagined, perceived and experienced notions of place, can 
contribute to understanding working practices associated with creative and 
production processes.  
Starting with material aspects of place, the District was home to a number of 
landscape artists, who not surprisingly, spoke about how the local natural 
environment fed their work.  The following quotation by a landscape visual artist 
emphasises how an awareness of colour and physical form informed her 
practice: “I particularly love late autumn when you get a lot of dark lines, the 
bare trees, that only have these accents of bright orange, bright acid greens and 
acid yellows, and that feeds into the work as well.  It’s not just the physicality of 
that, it’s also the colours of the seasons, which I think one is very much more 
aware of in the country than in a city.  You can’t but help it.  I look out there and 
the change.  Winter is very linear, and then you get this purple haze come with 
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the beech trees just starting, and then they go bright green, and then in summer 
they go a heavy leaden green, dull almost oppressive – very monochrome in 
summer, it’s very dark green and then bright, and then it softens again into 
autumn" (Clare, practitioner).  Whilst a lengthy interviewee extract, it is included 
in full, as the link between the material natural place and in the case of the 
above, the creative process is palpable. 
Another practitioner spoke about how they were using colour differently since 
relocating from the city to rural Stroud.  Talking about the final product, the 
practitioner remarked: “The colours are very different: they’re the same shades 
of silk.  But like I said, the way that I’m combining them or shading them or 
overlaying them – it’s almost like how you mix paint – that has changed.  They’re 
more harmonious, a bit more muted, maybe.  I think that’s a reaction to being 
down here” (Mike, practitioner).  It is noteworthy that whilst both interviewees 
referred to colour, their conceptions were different.  The first extract implied 
vibrancy and dynamism whilst the second, a sense of tranquillity.  These 
differing conceptions perhaps reflected an idealised view of rurality on the part of 
the second practitioner, a recent city incomer.  
Some practitioners implied that the agency of the rural natural environment was 
such that it could not be ignored.  Remaining with the practitioner quoted above, 
he directly spoke about the material setting influencing his style of working:   
"Moving to Stroud, I feel like somebody’s taken me by the ears, turned me inside 
out and given me a good shake.  I’m looking for the first time ever outside of 
what I remember or what I’m thinking about something" (Mike, practitioner).  For 
other practitioners the material environment was present in their work but in a 
less direct way, so for example one interviewee talked about how they reflected 
rural issues, such as mass farming in their pieces.   
The materiality of place in terms of the built environment, and in particular the 
mill related buildings, emerged as a factor feeding present day creative practices 
and the social construction of place in the minds of the practitioners.  Reflecting 
on the location of their workshop in a former mill building, a practitioner was very 
taken by the perceived link between past and present practices: “I’m sitting in a 
mill building when I’m weaving.  There’s a huge romance: we’re turning the 
building back to its creative roots” (Mike, practitioner).  Another interviewee 
evoked a synergy between the mill buildings and the practices taking place 
within them: "there is a sort of atmosphere and I think what we do, the creative 
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industries of Stroud fit very well with that old type technology that these buildings 
were designed for.  You know they aren’t high tech things they are very much 
about being hands on" (Peter, arts business).  On a practical level, the former 
mill and related buildings were typically large, well lit naturally and amenable to 
refurbishment into discrete or shared spaces and were generally considered 
affordable, particularly compared to London prices.  The more affordable 
working costs reduced pressure on practitioners to make a high return, which in 
turn may have freed up their creative process.    
The industrial heritage shaped some practitioners’ experiences of being based 
in the District.  Practitioners remarked on a tolerance for somewhat noisy and 
odorous visual arts and crafts activities, viewed as a legacy of the industrial 
heritage:  "People are used to it.  Nobody’s ever complained about a bit of chain 
sawing out at the front, or cutting some logs.  Nobody bats an eyelid" (Mal, 
practitioner).  This acceptance of unglamorous practices set Stroud apart from 
many of its Cotswold neighbours: " It is obviously a lovely area but it is not 
picture postcard land although there is beautiful countryside it is a working town 
and with all the mills along the valleys" (Ted, practitioner) and “it’s a beautiful 
position, but it’s not so pretty pretty like some of the other Cotswold villages like 
Broadway or Bibury you couldn’t do this in Bibury as it’s too industrial, too ugly” 
(Peter, art business).  But then the dirty accepting town isn’t where people come 
to buy art as will become evident in the discussion to come about exchange, 
hence the reflection: “the image that Stroud has of being a 'dirty little town' 
needs to be changed if the place is to feel vibrant and creative.  However, many 
artists specifically like this 'gritty' aspect of the town and feel that it is precisely 
this down-at-heel feel that has made it possible for artists to afford housing and 
workspace” (questionnaire respondent no. 85) . 
Chapter 4 (S.4.8.2) referred to the year round programme of cultural and social 
events, which in addition to visual arts and crafts events, included music, dance 
and theatre and other live performance: “It’s not like you are blinkered, in the 
countryside and you haven’t got a clue what is going on it’s not like that here for 
me anyway.  It’s there if you want to get it.  It’s not like the information isn’t there 
and you’re working in isolation” (Jan, practitioner).  Thus, a practitioner 
experience of Stroud was that visual artists and craftspeople could be creatively 
stimulated there and that it wasn’t necessary to be city based, in fact there were 
potential advantages of not being city based.  One such being the ability to test 
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and try things out in a relatively safe environment, in this vein one practitioner 
referred to the scene as having a laboratory feel to it (Pen, arts organisation).   
The active civic community, of which many arts and crafts practitioners were 
participants, provided a conducive and supportive environment for creativity 
within the visual arts and crafts cultural industries.  Creative practitioners 
appeared cognisant of operating in an environment where people were prepared 
to take risks.  A practitioner spoke about “dreaming up an idea” - a new art 
business and partnering with another local artist and local business person to 
set up the new the venture, it was presented as if anything was possible and this 
they associated with a Stroud approach to life: “I just think that there is sort of 
generosity, I mean I think that it is partly because it hasn’t been spoiled by 
money” (Lyla, practitioner).  The same interviewee also spoke about a personal 
experience, where she had worked collaboratively to devise a performance.  
The project was ambitious but she suggested that because of the location she 
and her collaborators felt confident to give it a go: “it was an interesting project 
and because it was in Stroud (laughs) so many people were behind us” (Lyla).  
Talking about setting up a new business, another practitioner comments on how 
they were simply adding to an already vibrant sector: "I can see that fitting in 
quite well with the Stroud mentality, because it’s just another exciting thing that’s 
happening in Stroud.  It’s hardly sticking its head above the parapet, because 
there are so many other things going on here" (Mike, practitioner).  Thus, a 
people aspect of place appears to have a bearing on the creative process.   
Practitioners also spoke about the non-practitioners being open and accepting of 
their creative activity.  Even local people who were not considered to be 
particularly interested were thought to be tolerant: “They are not antagonistic to 
us, they see it in an almost humorous way: ‘oh look, arty farty stuff again’” (Mike, 
practitioner).  There was a common view that people in the South West were 
appreciative of art, practitioners and non-practitioners alike, perhaps indicative in 
some way of Florida’s (2002) reference to tolerance and the creative class.   
For many practitioners, Stroud the place appeared to embody a strong sense of 
meaning, a socially constructed meaning that imbued work with a certain 
authenticity.  Much of that authenticity stems from the practices of the past: 
“people have made things here for a very long time and that feels like a good 
thing to continue” (Peter, arts business).  Stroud is presented as having “this sort 
of really fascinating character which comes out of being a place that invented 
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things and had processes that were specific to here and the art industries have 
taken that on in a way and modernised that“ (Peter, arts business).  However, 
whilst practitioners in the District may have been proud of their Stroud 
association, the reaction from the art world was mixed.  
Whilst a rural location for glass artists or potters did not attract negative 
comments from critics or gallery owners and indeed was considered fitting, a 
number of contemporary visual artists did experience some prejudice, on the 
part of such cultural intermediaries, because they were rurally based rather than 
from London or another big city.  The experiences of the following practitioner 
demonstrate the above: “I think that also there are lots of problems and issues 
associated with being an artist in a rural community.... There is a perception that 
if you are an artist based in the country that you do a certain kind of thing and its 
never given the platform of an artist if you are London based for example on 
your C.V. or even Bristol based or came from one of the big centres.  And so I 
think that there is a kind of assumption that if you are a country based artist that 
you are parochial and have a parochial attitude about your practice which is 
problematic, it’s not how I choose to be” (Ron. practitioner).   
Attitudes towards the creative practice of practitioners based in rural areas were 
not just held by members of the art world beyond the District but also by 
practitioners and inhabitants from within the District “So I think people can be 
quite localised in their perspective, and artists as much as the general public” 
(Pen, arts organisation).  In the interviews, a tension surfaced between those 
who considered a traditional approach to practice the most appropriate in rural 
places, and cities the better sites for art and craft practices of a more 
contemporary style.  The following reflects such a view: “We’ve got the 
contemporary art centre in Bristol – the Arnolfini.  They’re looking to the Arnolfini 
for cultural cues and I don’t see that it works in a small town” (Mal, practitioner).  
Others thought that location should not have a bearing on practice and that it 
should be possible to pursue contemporary practice in a rural area.  Whilst the 
majority of work fitted within the traditional camp, there was a significant group 
of practitioners pursuing practice that is more contemporary.  An interviewee 
summed up the spectrum of practitioner practice as “people who are happy to 
just paint local scenes whatever way they can and then the top end weird 
conceptual art people who do strange things" (Clare practitioner).  This tension 
links to the discussion in Chapter 2 about the social construction of the rural and 
   
Page 193 of 282 
the discourse about the meaning of rurality and is addressed further in the next 
chapter.   
As referred to in Chapter 4, a number of the Districts’ arts organisations and arts 
businesses promoted contemporary practice and as the following comment from 
an association indicates, the ambition to continue to nurture contemporary 
practice was undimmed despite some local tensions: “we don’t want to weaken 
our ambition and limit what we are doing, we think that we should keep raising 
the bar” (Pen, arts organisation).  There was also an ambition to raise 
awareness with the community about different types of practice: “But that’s great 
for the SVA because they show particularly SVA things, and people think that’s 
a bit weird, but they’re seeing it all the time and they get used to seeing it.  The 
first one was a load of jam, way back, and people think what’s that?  But it’s just 
engaging with the public” (Clare, practitioner).   
 
In summary, some practitioners referred to both the natural and manmade 
environment as sources of creative inspiration.  Stroud’s industrial heritage was 
thought to have engendered an acceptance for some production activities that in 
other neighbouring rural places may not have been accepted.  The ‘lay’ 
population was considered tolerant and in many cases welcoming to work of 
visual arts and crafts actors.  But working in Stroud had its challenges and these 
were related to the rural dimension.  Some practitioners found that their work 
was perceived differently because of where it had been produced and there 
were differences of views as to the types of work that were appropriate for 
creation in Stroud as a rural place.   
5.4 Accounting for the exchange process  
“Producing the work is no problem. Getting it in front of potential purchasers is” 
(questionnaire respondent no.10).  The above comment reflects a common 
experience of practitioners in the area and yet exchange plays an essential role 
in terms of generating income either directly or indirectly and the practitioners’ 
creative and professional development.  This section assesses the extent to 
which the working practices associated with the exchange process (S.4.6.5, 
S.4.10), can be explained with reference to the analysis of networks, spatial 
organisation and place.  
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5.4.1 Social relationships and the exchange process 
Analysis of the network composition and geographical span of practitioner 
networks provides some insights about the exchange practices of individual 
practitioners.  Analysing the composition of practitioner networks, reveals that 
just under a fifth of practitioners (13/70) referred to cultural intermediaries as 
network members concerned with galleries and exhibition, arts organisations or 
retailers.  Further examination of the data showed that the distribution of such 
gallery, curator and arts administrator network members across the income 
groupings was weighted towards those making a living with 39% (5/13) naming 
such network members as compared to 17% (5/29) of practitioners aspiring to 
make a living and 11% (3/28) of practitioners not seeking to make a living from 
their practice58.  Thus, the concentration of cultural administrators within the 
networks of practitioners who were making a living suggests a greater emphasis 
and perhaps capacity, given their network contacts, to make their work available 
for consumption. 
Looking at the basis of relationships between practitioners and network 
members as per  
Table 14 only 14% of artists and craftspeople (10 egos) referred to having 
network members where the basis of the relationship was commercial.  
Furthermore, a disproportionate number (11/19) of commercial network 
members were related to practitioners who were making a living59.  Whilst 
overall, in many cases commercialism was not a driver for the relationship, 
returning to Figure 22 (p.183) and the resources exchanged between 
practitioners and their network members, commercial issues such as 
commissions, exhibitions and sales opportunities were discussed in a significant 
amount of relationships.  
 
 
 
 
                                                        
58 See Appendix 6 for supporting on-line questionnaire data 
59 See Appendix 6 for supporting on-line questionnaire data  
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Relationship category  Referred to by no. of 
Egos  
(as a% of 
practitioners n.70) 
Number of alters 
across the 70 ego 
networks 
Fellow practitioners 36 (51%) 70 
Family  23 (33%) 29 
Tutor/mentor  19 (27%) 26 
Friend 18 (26%) 25 
Friend practitioner 13 (19%) 17 
Commercial  10 (14%) 19 
Unknown 4 (6%) 4 
 
Table 14 Practitioner and network member relationship basis  
Source: Analysis of on-line questionnaire Q13c – 17c60. 
 
Considering the distribution of relationship types by income status the main 
features of practitioners making a living was the presence of relationships of a 
commercial nature, the presence of practitioner relationships, a near absence of 
family members61 and a number of mono networks where all the relationships 
fell within the same relationship category.  This contrasted with that of 
practitioners who were aspiring to make a living62, where there was a notable 
presence of tutors and mentors as network members.  The network analysis 
suggests a relationship between network composition and practitioners’ 
exchange activities and points to the value of nurturing relationships of a 
                                                        
60 See Appendix 6 for supporting on-line questionnaire data 
61 See Appendix 6 for supporting on-line questionnaire data 
62 See Appendix 6 for supporting on-line questionnaire data 
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commercial nature and with arts administrators and curators, particularly for 
aspiring practitioners. 
Examination of the geographical span of network members is also informative in 
relation to exchange practices.  The results of analysing the geographical 
location of network members by income grouping are shown in Figure 23. 
 
Figure 23 Practitioners and the geographical span of their network 
member.  
Source: Analysis of on-line questionnaire Q13d – 17d.63 
 
The geographical span of networks for practitioners making a living was 
considerably more varied than that of the two other groups of practitioners.  In 
particular, for practitioners making a living, their networks tended to include 
members based beyond the District, and this geographical pattern contrasted 
with that of aspiring practitioners whose network members were more local.  
Reasons cited for developing network links beyond the District included access 
to better expert advice concerning for example, gallery and commercial issues 
and the need to focus attention on more lucrative markets outside the District.                                                          
63 See Appendix 6 for supporting on-line questionnaire data 
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Thus, examination of networks appears insightful in relation to the exchange 
practices of practitioners based in the District.  
It is perhaps unsurprising that the networks of established practitioners are more 
geographically expansive as many such practitioners will look beyond the 
District for the purpose of exhibition and the sale or commission of their work.  
Perhaps in the case of visual arts and crafts it is the exchange process that is 
more network embedded than the creation and production processes, the latter 
being associated with more solitary activities.  
In addition to personal networks, practitioners relied on the networks established 
by the arts organisations with cultural intermediaries to extend their exchange 
potential.  The networks developed by arts organisations were evident in the 
programming of exhibitions and events locally and in the opportunities that arts 
organisations were able to broker for local practitioners: “how can Stroud, how 
can organisations like Stroud Valleys Artspace build links or partnerships with 
other curators, other critics, other people who are in a way better positioned to 
position Stroud” (Ron, practitioner).  Clearly, the interviewee recognises the 
critical role that cultural intermediaries play in mediating production and 
consumption, a potentially challenging task given the earlier discussion about 
experiences of prejudice towards rural based practice.   
Whilst not always overt, some practitioners implied that the sector comprised a 
number of cliques, largely centred on the arts organisation and arts businesses 
and that some were more powerful than others.  Whilst supportive for those 
within  the clique, for those outside, the clique could be perceived as a 
gatekeeper as the following comment suggests” “If I wanted to show some of my 
work in one of these empty shops in Stroud, I’m not in the right clique so I don’t 
get invited to put stuff in" (Mal, practitioner).  Planning for a calendar of events, 
an interviewee commented on having to be mindful of sharing opportunities 
amongst the various groups of practitioners and interests.  “I mean sometimes 
you do have to tread carefully I mean you have to respect artists egos and you 
have to make sure that you are not seen to favour one particular group over 
another too much, you do have to try to be even handed and have that in the 
back of your head as well” (Sally, exhibition venues and retail).  
Centrality is a structural network concept employed to probe the importance of 
an actor in a network.  It emerged from the interviews that there were a limited 
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number of individuals who were considered central to the arts and craft sector in 
the District.  These were presented as committed and determined individuals 
who were doing much to promote the sector.  The downside was the 
consolidation of power with a limited number of individuals.   
Periodic festivals and one-off exhibitions provided an important means for 
practitioners to nurture and maintain their networks.  Such temporary events 
enabled a network process described by Gluckler (2007 p.630) as ‘mobile 
brokering’.  Typically, these events opened with a private view which provided a 
social / work networking opportunity.  
 
In summary, analysis of the composition of network members showed that 
practitioners who were making a living were more likely to have identified 
relationships with cultural intermediaries.  Whilst, overall relatively few 
practitioners cited commercialism as the basis for their network relationships, 
issues around exhibitions and sales were discussed in a significant number of 
relationships.  In relation to geographical span of network members, this was 
more varied for practitioners making a living than for aspiring practitioners or 
those not wishing to make a living.  Amongst established practitioners, the 
variation in geographical span combined with a greater prevalence of 
commercially orientated networks may help account for their tendency to exhibit 
beyond the District.  Finally, it may be that for visual arts and crafts practitioners, 
the exchange process is more network embedded than the creation and 
production processes.  
5.4.2 Spatial organisation and the exchange process  
The location of the District in relation to other places, principally cities, and in 
particular London was raised as a factor that made living and working in a rural 
area possible.  Accessibility was considered important by practitioners that 
exhibited and those who aspired to exhibit in London, and for practitioners who 
wanted to partake of the capital’s cultural scene.  Practitioners considered 
Stroud readily accessible to London by road and rail: “when you’re a bit younger 
and you’re setting up, it’s so important to be able to socialise and network and 
get out to everything.  We did find that we could do that from here” (Jon, 
practitioner). 
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Whilst accessible to and influenced by the cultural scene in London and other 
cities, some practitioners considered the District physically separate enough to 
be a distinct viable sector.  The counter view was that local practitioners couldn’t 
rely on the District alone and that to succeed, (in terms of being financially 
sustainable and known by critics and curators in the art world) they needed to 
look beyond the Stroud District and its immediate environs.  The sense of 
physical separation may account for the belief/misconception depending on the 
practitioner’s view point that it was possible to “make it” locally.  Analysis of the 
sector according to the production system would suggest that for most 
practitioners they needed to look beyond the District when it came to exhibition if 
they were seeking to make a living from their practice.  
For some, the rural location was problematic as a local artist with a gallery 
revealed: “I would get many more visitors if I were back in London“ (Liz, 
practitioner).  However, the same practitioner did then suggest that that the 
scale of the rural setting enabled her to nurture her client base: “in a small 
neighbourhood, as well, you bump into people much more readily, so those 
people who do buy my work, and those are always going to be the people most 
ready to buy my work again, because they have an investment in your 
development and evolution as an artist and your success as an artist” (Liz, 
practitioner). 
What is notable about the above is that there is less to say about the spatial lens 
in relation to the exchange process than compared to the network lens and the 
discussion to follow regarding place and exchange practices.   
5.4.3 Place and the exchange process  
This section draws on an analysis of place to seek to explain the exchange 
activities in the District and practitioners’ exchange activities in the District and 
beyond.  
Addressing first the exchange activities in the District, as referred to in Chapter 4 
(S.4.10), there were mixed opinions in the District about the content of local 
exhibitions and in particular, the extent to which local exchange should centre on 
local artists and the appropriateness of work for consumption in a rural location.  
In terms of the former, one view was that the rural market was most suited to 
work of a traditional nature and this was on the basis that consumers based in 
Stroud and visitors to the District were more likely to be conservative in their 
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tastes: “it is very difficult to show contemporary work rurally and make it 
sustainable financially because the reality is what makes you money are pretty 
little pictures of landscapes” (Tom, practitioner).  Another view was that it should 
be possible to show all genres of work in a rural area.  Reflecting on some 
negative responses to a contemporary drawing exhibition, an interviewee 
commented that they thought that had the work been shown in a city it would 
have been received more positively: “but for some reason people sometimes 
think that it’s alright if those sort of things happen in the city but not here, it’s not 
appropriate here" (Pen, arts organisation).  The implication being, that the type 
of place, be it rural or urban had a bearing on audience perception about the 
suitability of exchange practices.   
Another example further demonstrates the tension over place and the 
appropriateness of work for exchange in rural areas.  For three years (2007 - 
2009) Darbyshire Framers had sponsored an award for contemporary visual art 
which was incorporated into the annual SITE festival.  The competition was 
open to all and the prize was a funded exhibition.  The shortlisted entries were 
exhibited at the local museum, the most prestigious venue in Stroud town, as 
part of the festival.  In 2010, the museum withdrew from hosting the event on the 
basis that the 2009 entry pieces were too challenging for the audience and that 
visitors to the exhibition were poorly supported to engage with or understand the 
pieces.  The work of the 2009 winner, Alice Forward, involved the transformation 
of a puddle of the artist’s urine in the grounds of the museum into gold by 
drawing around it and laying gold leaf on top.  Reaction to the decision to 
postpone the award was mixed.  Some considered it a good decision, an 
opportunity to redress a perceived imbalance between exposure and promotion 
of contemporary work and work that is more traditional.  Others expressed 
disappointment that an opportunity, financed and supported by a private 
business and in collaboration with a local arts organisation was lost.  
Furthermore there was frustration that the underlying concerns about the nature 
of the shortlisted exhibition had not been adequately addressed i.e. the need to 
engender understanding and enable constructive debate about contemporary 
pieces in a rural community.   
The issue of the development of quality practice exists for all practitioners but 
potentially the challenge may be greater for practitioners spatially remote from 
the hub of art and craft practice, wherever that may be.  Arts organisations found 
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it hard to attract critics to their events: “it is difficult, we had a show on...we sent 
all sorts of things out, but it’s very hard to get people from London down for an 
opening” and the interviewee went on to say: “I’m sure if we were in a city we’d 
get more” (Pen, arts organisation).  Another practitioner provided further insight 
into the practices of cultural intermediaries and their tendency to focus on city 
locations where there was a greater concentration of activity: “you get 
international curators that want to put on a show and they’ll come to Europe for 
a week and they’ll go to London and make an excursion to a London gallery and 
then might go to a city like Liverpool or Bristol, and because they don’t know it, 
they will contact somewhere like Spike Island, the director and they will be 
shown or introduced to some of the artists...  and they immediately become 
networked” (Ron, practitioner). Comparing this scenario to Stroud, he goes on to 
say:  “you’ve got a way of networking instantly because of where you are 
located, and I think Stroud just doesn’t have that, I think that makes it really 
problematic.  There is a ceiling to just how far you can go in Stroud at the 
moment, I would say” (Ron, practitioner).    
Indeed, cultural intermediaries in the form of critics and gallery owners were 
necessary to ensure that practitioner work was subject to sufficient critique and 
publicity, critique that would help the development of practice.  Without it there 
was a risk that perceptions of quality from a local base alone, what one 
practitioner referred to as the District’s “hard core art people”  (Mike, practitioner) 
might be insufficient: "I think there’s a fine line when you step away from urban 
centres where you’ve got the larger audiences, of the level of quality of the 
contemporary.  I’m very critical of a lot of people who think they’re producing 
good artwork, but actually, they’re not.  Their context is quite narrow" (Tina, 
practitioner).  The interviewee did then go on to say that she thought the above 
was less of an issue for Stroud practitioners.  These challenges of attracting the 
powerful actors in the art world may contribute to established practitioners 
choosing to exchange their work beyond the District.   
Once again, reference is made to the people aspect, this time in relation to 
exchange activities.  Practitioners considered parts of the community to be 
particularly pre-disposed to cultural activities on account of the sheer volume of 
artists and craftspeople with links into the wider community: “an awful lot of 
people around are very art conscious and are buyers, because they know 
artists” (Liz, practitioner).  The following vividly portrays an active group of 
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interested followers: “It’s not what drives them, but it’s something that they’re 
driven to do because they enjoy it.  So they’re very interested in everything else 
that goes on and they’ll come out and they’ll support the opening of something, 
or they’ll tell their friends about it, and they’ll talk about it and it’s a thing to do.  
So that’s like the intelligentsia.  Those are the people that have moved here or 
the people that are from here, but most have studied, or gone away or worked 
somewhere else, and then come back, because they feel the draw to come 
back.  And they get sucked into this as well” (Mike, practitioner).   
The ability to attract consumers to the District is also an explanatory factor in 
relation to exchange practices.  As portrayed in Chapter 4 (S.4.4.2), the District 
was not on the tourist map in the same way as many of its Cotswold neighbours 
and thus attracting potential consumers was more challenging.  Whilst there was 
local support, and particularly from fellow practitioners, as quoted earlier “you 
don’t really get the people with chequebooks coming” (Clare, practitioner).  
Thus, for many practitioners exchange beyond the District was necessary as the 
District had few commercial galleries and it wasn’t attracting sufficient footfall to 
generate the necessary level of sales to make a gallery viable.  But for some this 
scenario was frustrating: “it is not that there isn’t the talent or ability here it is just 
that it doesn’t have the visibility” (Ron, practitioner).  The issue of visibility links 
to the above discussion about the challenges of attracting cultural intermediaries 
to a rural district. 
However, whilst some practitioners took on the visibility challenge as portrayed 
in the following: “I think when you are living in a countryside you have to be way 
more proactive about exposing yourself because you have to make way more 
considered approaches about how you get people to see your work because it’s 
not like you can put on an exhibition and people are going to turn up to it” (Tom, 
practitioner).  There was a sense that some practitioners did not fully embrace 
this task: “I think artists have a responsibility for their own practice and work to 
give it greater visibility to make those connections" (Ron, practitioner).  
There was a sense of a certain lack exchange drive by some practitioners: 
“there is that little bit of lack of ambition that little bit of comfortableness” (Leo, 
education and training).  The conduciveness of Stroud as a place to live and 
make work, already rehearsed many times in this thesis, was considered by 
some to have produced a creative milieu that was all a bit too ‘cosy’ and 
comfortable: ”People come here and some people see it as a little backwater 
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they can just have a quiet life in and the ignore the 21st century.  I grow my own 
vegetables… there is quite a lot of money in the five valleys so there are a lot of 
people opting out because they have money to opt out” (Leo, education and 
training).  In part, the high proportion of practitioners that exhibited locally only, 
some 69%, might be attributable to a certain sense of comfort and security but it 
might also reflect notions around authenticity and place and the desire on the 
part of consumers to purchase work, particularly craft pieces, close to the site of 
production (S.2.4.2.3).  The arrival of Damien Hirst’s workshops in the District 
was reportedly perceived by some as London coming to Stroud and it negated 
the need for practitioners to exchange beyond the District. Thus there was some 
tension between practitioners who had ambitions for the sector and those who 
were content for it to muddle through, thus “there is a bit of a cosiness, have a 
cup of tea and make some art have a chat and stuff going on, there is a bit of 
that going on here” (Ben).  
 
To sum up, analysis of the place dimension suggests that in the case of Stroud 
whilst locally there was support and engagement with exhibition and retail 
offerings, there were challenges associated with the exchange process.  There 
were mixed views about the appropriateness of work for exchange in a rural 
setting and attracting critics was demanding, as was securing enough footfall 
from a buying client group.  These particularities may help to account for the 
tendency for established practitioners to exchange their work beyond the 
District.   
 
Part 2 Conclusion  
Part 2 has employed a multi-dimensional approach, encompassing relationship, 
spatial organisation and place analysis to attempt to reveal the extent to which 
and the ways in which the rural setting shaped the workings of the visual arts 
and crafts sector in the Stroud District, as identified in the conclusion to Part 1.  
The network analysis supported the widely held view that creativity is largely a 
social phenomenon.  It showed that practitioner networks tended to be with 
fellow visual arts and crafts practitioners and that there was much potential for 
symbolic capital, in the form of social capital to be exchanged within and 
between networks.  The network analysis was less revealing about a specific 
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rural dimension than expected.  The analysis of spatial organisation was more 
illuminating on this matter.  It suggested a scale issue related to the rural setting 
which impacted on the number of cultural industries that could be sustained, and 
the size and configuration of the local milieu for framing the workings.  The 
spatial analysis suggested that a rural setting could be particularly desirable for 
visual arts and crafts activities that required a large workshop space and where 
the production processes might be unsociable.  The place analysis also 
appeared to suggest the presence of a rural dimension with the District’s rural 
natural environment offering a source of creative inspiration for some 
practitioners.  More challenging was that some practitioners found that their rural 
location shaped perceptions about their work and such perceptions were not 
always positive.  Staying with perceptions, for some, the rural location created a 
context where some types of creative practice were more appropriate than 
others.    
Analysis of practitioner networks proved more insightful in relation to the 
exchange process than the processes of content creation and production.  The 
geographical span of practitioner networks was more extensive for established 
visual arts and crafts practitioners than aspiring practitioners or those not 
wishing to make a living.  This coupled with a stronger presence of cultural 
intermediaries and commercial related members in their networks may help to 
account for established practitioners exchanging their work beyond the District.  
The spatial organisation analysis suggested that dispersed exchange venues 
across a rural environment were often less attractive than co-located venues 
and thus may account for the trend in for example, Open House participants to 
co-locate in more urban settlements in the Stroud District.  Place analysis 
suggested that a rural dimension was present in terms of the type of practice 
considered appropriate for a rural setting.  The rural dimension appeared to 
shape exchange, resulting in some mixed views about the acceptability of 
pieces of work for exchange in a rural setting.  Attracting critics proved 
challenging as was securing enough footfall to make galleries and retail venues 
viable and thus may account for the greater prevalence of creation and 
production activities in the District than exchange activities.  
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Chapter 5 Conclusion  
Through the conceptualisation of visual arts and crafts activities in terms of the 
notion of the production system, this chapter has built on Chapter 4 to identify 
further the workings of the main actors in the Stroud District.  The analysis 
suggested a system comprising the following processes; finance, content 
creation, production, post-production and exchange.  Of these, content creation 
and production, indistinguishable in many instances, were the more prevalent 
processes with exchange present, but to a lesser degree.   
The analysis of the production system and related practices did suggest that the 
rural setting was implicated in the workings of visual arts and crafts actors and 
that such an influence had the ability to be both advantageous and problematic.  
The significance of the rural dimension appeared to vary depending on the 
position of the practitioner along the typology of practitioners and in part depend 
on the type of visual arts and crafts activity performed.  The implications of the 
above will be discussed in greater depth in the next chapter. 
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  DISCUSSION   Chapter 6
 
6.1 Introduction  
The role of this chapter is to discuss and integrate the findings and analysis from 
Chapters 4 and 5 drawing on the conceptual framework presented in chapter 3 
(S.3.2).  Making sense of what has been found out about the working practices 
of visual arts and crafts cultural industries involves addressing a number of lines 
of research inquiry that have been running throughout the research.  Firstly, 
does the type of setting matter – what are the similarities and differences 
between cultural industries in rural and urban locations?  Secondly, are any 
differences attributable to the rural setting or to the particularly of the cultural 
industry sub-sector, in this case visual arts and crafts, and indeed is it possible 
or even helpful to distinguish between geographic and sub-sector specific 
particularities?  These two questions stem from the opening remarks in Chapter 
2; that different types of geographic space and place might shape the workings 
of cultural industries (Rantisi, Leslie and Christopherson, 2006, Luckman, 2012, 
Drake, 2003, Turok, 2003, Scott, 2010, Currid and Williams, 2010)  and that 
economic geography might vary according to different cultural industry sub-
sectors (Sunley et al, 2008, Heebels and Van Aalst, 2010, Pratt and Jeffcutt, 
2009).  
Addressing the above lines of inquiry translates into the following four chapter 
sections.  The first section focuses on the similarities that rural and urban places 
may share as sites for the production and consumption of cultural products. 
Whilst there are many similarities, there are also spatial, place and social 
relationship particularities that appear specific to the rural setting and are 
discussed in the second section.  The third section considers the findings 
regarding the working practices of visual arts and crafts industries in the context 
of the characteristics of cultural industries reviewed in Chapter 2 (S.2.7).  The 
chapter concludes by reflecting on the contribution that the Stroud case makes 
to the discourse about geography and the workings of cultural industries, and 
the discourse about the economic geography of cultural industries. 
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6.2 Similarities between rural and metropolitan based cultural 
industries 
Drawing on the findings and analysis presented in the previous two chapters, 
this section discusses similarities between the workings of the Stroud visual arts 
and crafts sector and metropolitan locations.  
To guide the following discussion, this section turns to Scott’s (1999a, 2006b, 
2010) work on the creative field as reviewed in Chapter 2 (S.2.6.4).  Pertinent to 
this task, is his near total focus on cities as the optimal sites for creativity.  To 
recap briefly, the creative field refers to the concentration of spatially and 
socially embedded webs of production interactions and worker relationships 
manifest as ‘nodes’ in the landscape.  Whilst Scott acknowledges that the 
creative web can operate at a number of geographic scales, including at a rural 
level, he asserts that it is in cities where the density of interactions is greatest 
and the webs of relationships are most developed.   
Drawing upon his urban experiences, Scott has identified a set of elements and 
contextual conditions for the ideal creative setting (Figure 2, p.45). This 
schematic presentation of the creative field provides a framework for considering 
the extent to which the rural Stroud case study manifests the elements and 
conditions of the creative field that Scott most readily associates with city 
settings.  As the discussion to follow shows, Stroud, to a greater or lesser 
degree, exhibits many of Scott’s contextual conditions, more usually associated 
with the creative city script. 
Scott’s first contextual condition is a collection of traditions, norms and their 
physical embodiment in for example museums and other dedicated creative 
sites.  Stroud exudes a rich tradition of craftsmanship.  The textile industry left a 
legacy in terms of the wider act of the making, cottage industry and the 
production of textiles as a medium of cultural practice.  This legacy is realized 
physically in the plethora of former mill and related buildings, and is embedded 
locally through related organisations such as Stroudwater Textile Trust and the 
contemporary Stroud International Textiles.  Stroud’s association with the Arts 
and Craft Movement and the particular artisan traditions associated with this 
Movement are again present in physical form and constitute part of the narrative 
presented by the sector about Stroud.  Thus in relation to the traditions, norms 
   
Page 208 of 282 
and sites of memory compartment, Stroud like its ideal city counterparts 
demonstrates this contextual condition.  
The second contextual factor is a visual landscape that resonates with the site’s 
creative activity.  Others along with Scott (2010) have referred to an association 
between cultural industry activity, and the presence of what people come to 
consider as iconic sites and the act of place branding.  Such interdependency 
can evolve naturally for example with the link between the live entertainment 
sector and Time Square and New York (Currid and Williams, 2010) or the 
association between the Hacienda Club and Manchester’s music scene (Brown, 
O'Connor and Cohen, 2000) or through intervention as was the case with 
country music in the rural town of Tamworth in Australia (Gibson and Davidson, 
2004).   
Many practitioners referred to the beauty of the Stroud natural environment and 
the countryside was certainly a rich source of inspiration for some practitioners 
both traditional and conceptual.  However, to suggest that the landscape was 
emblematic of the identity of Stroud’s creative practice would be a claim too far.  
Indeed the landscape, whilst not impossible to capture as an iconic site, as for 
example St Ives is associated with marine art, is less tangible than linking a 
building or defined site to cultural industry activity.  Diversity is more so a feature 
of Stroud’s visual arts and crafts practice than say a link with the natural 
landscape as reflected in the following comment:  “Unlike, I think, many other 
areas where they’ve got open studios trails, you’ll only see one sort of work.  
Like if you go down to Dorset you’ll see a great many artists working from the 
inspiration of the Jurassic Coast, and you recognise a sort of Dorset artist work.  
But you won’t be able to recognise a Stroud artist” (Liz, practitioner).  Even the 
physical landscape abundant with former mill and related buildings, whilst 
creating a particular imagery, which in some locales has successfully been 
incorporated into the identity of creative sectors (Hutton, 2006) does not appear 
to perform this role in Stroud.   
Scott’s third contextual ingredient is that cities tend to offer cultural and leisure 
amenities that satisfy the local community and in particular practitioners.  
Practitioners appeared largely satisfied with the range of exhibitions and events 
that were on offer in the District.  Established practitioners remarked that the 
quality of what was available locally was good and was improving as the 
following comment by an internationally recognised practitioner demonstrates: 
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“we went to a musical evening at Stroud Valleys Artspace.  How does music 
influence sculpture? But it does, it opens your mind up, it just gets your juices 
going, gets you thinking in a different way.  So just having that consistently high 
quality of creative things in the area is absolutely very dynamic” (Jon, 
practitioner).  Another practitioner referred to the volume of consumption 
activities: “there is a lot going on, there is an awful lot going on in Stroud” (Ron, 
practitioner).  Stroud’s proximity to London and good connecting transport links 
means that residents have access for example, to cultural events in London, 
Bristol and other locations and these supplement local cultural offerings.   
The cultural and leisure offer has attracted much attention in the wake of 
Florida’s (2002) theory of the creative class.  Florida is not only interested in the 
ability of the cultural offer to satisfy local needs but also the ability of such 
consumption activities to attract and retain a footloose creative class, which he 
defines as educated, talented and tolerant individuals.  Policy makers have been 
quick to buy into Florida’s prescription of concentrating on consumption aspects 
and thus focussing on cultivating places where so called creative people want to 
live.   
There were some suggestions that Stroud does act as a magnet for the type of 
educated, talented and tolerant individual referred to in Florida’s (Florida, 2002) 
notion of the creative class.  A number of interviewees spoke about incomers to 
Stroud being attracted by the area’s cultural offer: “A lot of Londoners live in 
Stroud as Stroud is recognised as having just kind of the right mix: it’s in the 
countryside but it’s very accessible, a lot of culture vulture type people are 
interested in living in a place like Stroud who have come from the kind of cultural 
cities like, London and Bristol and places like that” (Pen, arts organisation).  
Another practitioner commented “you’ve got the intelligentsia of Stroud, if you 
like, who are either people, almost outsiders, who have moved here on purpose, 
from Bristol, London, Scotland… all come here because of the draw of the area” 
(Mike, practitioner).  Staying with this group of people and their relationship with 
visual arts and crafts practice he continued: “but they understand it, they get it.  
Some of them are, albeit in a minor way, they like to dabble.  They don’t want to 
do it professionally because they don’t want to lose the joy of it, that’s how they 
describe it.  But they like to have a fiddle, they’ll sit and they’ll knit something or 
draw something or make something, ...So they’re very interested in everything 
else that goes on and they’ll come out and they’ll support the opening of 
   
Page 210 of 282 
something...So that’s like the intelligentsia.”  There is little to suggest however, 
that this grouping in turn has attracted innovation driven enterprises as per 
Florida’s (Florida, 2002) theory.  The District is known as a location for precision 
engineering but this is generally presented as an evolution from the engineering 
firms that set up to support and develop technology from Stroud’s textile 
industry.  
Scott’s fourth compartment is the availability of an affordable and appropriate 
living environment.  The railway is reportedly responsible for the introduction of 
red brick housing to Stroud town, a departure from Cotswold stone, the building 
material typically associated with “the Cotswolds” (Stroud District Council., 
2008).  .Stroud’s red brick housing offers ‘affordable’ accommodation for 
practitioners whilst grander housing financed from industry profits attracts more 
financially comfortable incomers.  As artists in the 1960s were priced out of 
London, there was a move westwards and many reportedly settled in Stroud, 
affordable housing and studio space being a definite pull.  More recently, the 
perception of the area’s affordability has been changing, with practitioners 
referring to rising housing and workshop costs: “Stroud is not very pretty, but up 
until fairly recently it’s been much cheaper than other areas of the Cotswolds” 
(Liz, practitioner).  Thus, the Stroud area proved an affordable option for income 
conscious practitioners, as the following portrays: “You can have a pretty good 
quality of life and it doesn’t cost you an arm and a leg and you can have a 
studio” (Ron, practitioner).  Combining accommodation provision and cultural 
and leisure amenities, it is argued that Stroud, like it’s city counterparts such as 
Manchester (Brown, O'Connor and Cohen, 2000) or Rotterdam and Amsterdam 
(Kloosterman, 2008) is able to accommodate and nurture a place based 
community of workers. 
The penultimate compartment is a network of education and training provision.  
Whilst Stroud does not have a university, an institution associated with creative 
places, it does have a well-regarded School of Art at the local college that is 
presented as responsible for producing a pool of skilled practitioners.  That pool 
of practitioners veers towards a more specialist skills base compared to a city 
supporting a number of diverse cultural industries.  The District also plays host 
to a range of workshops and training sessions covering creative, technical and 
professional topics run by practitioners either individually or in conjunction with 
the arts associations.  Whilst the development of individual practitioners 
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appeared catered for, the training needs of the art businesses tended to be met 
in house.  One art business referred to difficulties in recruiting locally skilled 
employees and when asked if there were links with the college the response 
was no.  In this instance and in the case of another art business performing a 
specialist service, on-the-job training had become the preferred approach.  
Thus, like many of their city counterparts educational and training opportunities 
were evident in Stroud, however, the District was not home to a university and 
thus student practitioners needed to look beyond the District for some higher 
educational needs.  
The final compartment relates to individual social networks and their ability to 
keep actors informed for example about employment opportunities and to relay 
and exchange other useful information, importantly, often on an untraded basis.  
That many practitioners performed many of the production and consumption 
processes themselves, suggests that the presence and role of untraded 
relations is particularly significant in the case of visual artists and crafts people.  
The Stroud study showed that practitioners used their personal networks to 
discuss a range of topics such as creative content, technical and production 
issues and exchange issues.   
Beyond Scott’s (2010) six compartments is the outer zone referring to 
governance and collective action which he promotes as essential to the viability 
of the creative field.  A number of established associations were present in 
Stroud and whilst they played valuable roles for their members, as detailed in 
Chapter 4 (S.4.8.2), there was no formal co-ordination of these associations by 
themselves or by the public sector. Informally, practitioners who were members 
of multiple associations acted as communication bridges between the 
associations and the association administrators interacted informally as 
necessary.  This scenario suggests a loose networked form of governance. 
 
The above discussion of the Stroud case study in terms of Scott’s notion of the 
creative field adds weight to the proposition that rural places can encompass 
many of the ingredients, conditions, contextual compartments, call them what 
you will, that are most readily, and often exclusively associated with cities as 
sites for cultural industries sectors.  Thus, the Stroud case contributes to the 
growing evidence base that challenges conventional wisdom that cultural 
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industries as quintessentially urban phenomena by showing how they can 
operate at a range of geographical settings and scales.  Indeed, Scott (2010) 
calls for research to look at the functioning of the creative field at other 
geographic scales and thus in focusing on a rural scale this research has 
responded to that call.  That the Stroud case does not fully demonstrate Scott’s 
model is not considered problematic for as Scott acknowledges, his schematic 
diagram is a depiction of an ideal type.   
It is argued that the Stroud case embodies sufficient of Scott’s creative field 
elements to demonstrate that the creative field can operate at a rural level.  This 
concurs with Gibson and Kong’s (2005 p.549) who write “creativity and 
innovation are not unique to large cities.  Though their critical mass clearly 
influences the number of firms and size of output from creative sectors in cities, 
creativity is everywhere possible“.  Accordingly, this study adds weight to the call 
for rurally based cultural industries to be the object of more academic (Bell and 
Jayne, 2010) and policy attention (Rural Cultural Forum, 2010).  
6.3 Geographical particularities and the rural setting 
Thus far, the discussion has largely concentrated on the similarities between 
rural and urban settings to advance the argument that rural places can be viable 
sites for cultural industries as they too can embody a number of conditions more 
readily associated with urban places.  This could lead to the conclusion that 
geography does not matter.  This however, is not the argument being advanced 
here, for as the analysis in the previous chapters suggests, geography, in this 
instance a rural setting does appear to shape a number of working practices.  
The geographical differences coalesce around a number of themes, namely; 
scale in terms of population and physical area, social construction and the 
perception of rural places as creative places, rural embedded networks and 
Stroud the place.  These issues are discussed in turn. 
6.3.1 A question of scale  
An obvious material difference between rural places and cities is population size 
and density.  Another material difference is the varying land use patterns.  
These differences, it is argued contribute to varied working practices between 
cultural industries in rural and urban places.  Some differences pose challenges 
whilst others offer opportunities particular to rurally based cultural industries as 
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Luckman (2012p.119) concludes: “rural, regional and remote cultural work then 
is clearly neither all opportunity nor lack”.  
Stroud’s small population compared to a typical city, such as Bristol, places 
limitations on its ability to sustain a number of cultural industry sectors.  In 
Stroud, visual arts and crafts industries were the dominant cultural industry.  
Other sectors present include performing arts, music and publishing, however 
practitioners and interviewees, made fewer than expected references to these 
sectors.  Metropolitan areas, however, are associated with sustaining a number 
of specialised cultural ecosystems that are geographically discrete, and are 
spatially concentrated in specific parts of the city, some known as cultural 
quarters (Montgomery, 2003).  Reference has already been made in this regard 
for example to London (Pratt, 2011, Grabher, 2001) and Los Angeles (Scott, 
1996) accommodating a distinct number of cultural sub-sectors.  Rural places 
are less likely to be able to sustain a number of cultural sub-sectors than cities 
and thus in some respects are less able to benefit from learning derived from 
knowledge spillovers and crossovers between sub-sectors (Lorenzen and 
Frederiksen, 2008).  Such learning is presented as a key driver of creativity and 
innovation (Rantisi, Leslie and Christopherson, 2006, Stolarick and Florida, 
2006, Malmberg and Maskell, 2001).   
Large city populations are associated with high levels of social and ethnic 
diversity (Florida, 2002) and diversity in all its guises is also heralded as a key 
driver of creativity (Jacobs, 1961).  Whilst Stroud lacks the ethnic diversity 
associated with cities, it is presented as diverse in terms of its social mix, a 
legacy of its industrial heritage: “you get a real diversity in terms of the 
community that are there, all be it predominantly white rather than multicultural, 
but you do get a real mix of very much a working class community right up 
through to I suppose middle class activity and so there is a real mix” (Ron. 
practitioner).  Therefore, whilst Stroud is less diverse in many regards than 
would be expected of a city, its industrial heritage appears to have left a legacy 
of a degree of social diversity.  Festivals and events, such as the SITE festival or 
the textile festival that bring people to the District also acted to temporarily 
broaden the diversity of Stroud’s population 
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Indeed, differences in the size of rural and urban populations have 
consequences for consumption practices.  On a practical level, Jacobs (1961) 
identifies a link between population size and consumption activities.  She 
concluded that cities, unlike small towns are best placed to sustain cultural 
facilities in terms of attracting audiences of a critical mass.  Furthermore, to 
boast a collection of art galleries, museums and leisure facilities as found in 
cities, requires significant initial and on-going financial investment.  Securing 
such investment requires commitment and support from across the public and 
private sector, a partnership that is not beyond a rural setting but is perhaps 
more likely in a big city as the potential pool of partners is greater.  Stroud town 
for example, struggled to sustain a private art gallery, in part, because of the 
size of the population and the town’s limited visitor appeal as a destination 
location.  Together these factors led to insufficient footfall, one of a number of 
necessary requirements for a viable permanent gallery.  
In terms of exchange activities, practitioners needed to look beyond the locality 
for opportunities.  Whilst any practitioner, wherever located, would probably 
need to think beyond where they created and produced their work if they wanted 
to progress professionally, the onus on rurally based practitioners is arguably 
greater.  This place based distinction is reflected by the following practitioner: “I 
think that the other thing for an artist you know who is not based in a city centre, 
you have to work three times as hard as an artist who is based in a city to make 
your practice have a degree of visibility you don’t have” and he goes on “I think 
that what I’m saying is, you can afford maybe to be lazier in a place like London 
or Bristol than you can if you are in Stroud, you have to work hard” (Ron, 
practitioner).  The numbers of locally based opportunities are likely to be less 
than in a city and potentially less lucrative, depending on the rural location, of 
course.  In Stroud, established practitioners tended to exchange extra-locally as 
the local market had weak financial prospects as demonstrated by the following 
comment from established practitioner: “So to have an exhibition in Stroud or in 
the Stroud area it would be more because I want to show what I’m doing to the 
local community rather than because I have a realistic prospect of selling much” 
(Ted, practitioner).  Another established practitioner makes a similar comment in 
relation to a local exhibition for which they created a specific piece of work “That 
for us was something that we did just because we wanted to.  There was 
probably a one in a million chance that someone might see something and go 
‘ooh, I want to buy it or commission them” (Jon, practitioner). 
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Population size also made the viability of some arts associations challenging.  
One association compared its membership rates to those of a similar 
organisation in Bristol saying that the potential pool of members was greater in 
Bristol.   
In Stroud there appears to be a particular relationship at play between the 
prominence of some sector actors and the size of the cultural industries milieu.  
Within the sector, practitioners generally presented as important, the individuals 
leading the arts associations.  One explanation for this appears to lie in the issue 
of scale, such that the size of the stage on which the actors operate is relatively 
small compared to the number of active individuals.  Consequently, the actor’s 
roles are perhaps more prominent than were they on a larger city stage 
alongside other actors.  Thus, power and influence is vested with a relatively 
small number of people and associated art organisations.  Also perhaps the 
distinctiveness of the associations is exaggerated in relation to the smaller 
scene –‘big fish in a small pond’ so to speak.  
A feature of the sector in Stroud is the spectrum of practitioners from the 
internationally regarded to recreational artists and craftspeople, visually 
portrayed in Chapter 3 (Figure 13 p.129) as a typology of practitioners.  The 
presence of such a span of practitioners in a relatively small setting means that 
there was potential for interaction across the spectrum in a way that might not 
have been be possible in the larger physical scale of a city.  The following 
reflects this particularity: “you have got an incredibly high number of very high 
calibre, both national and international, artists who all live and work in this area, 
in a very small pocket.  Even if you went to London, where you might think that’s 
a creative hub, because London’s so big, I don’t know that you’d find the same 
concentration of that sort of well-known respected artist/maker” (Jon, 
practitioner).  Again, this represents an example of scale operating differently 
across geographical scale and thus producing place specific consequences, in 
the Stroud case, to the potential advantage of aspiring rurally based 
practitioners.  
Scott (Scott, 2010 p.123) writes that workers in cities “constantly rub shoulders 
with one another both in workplaces and in residential neighbourhoods”.  In 
Stroud, there was much interaction but the sites of interaction were less centred 
on workplace and or specific residential neighbourhoods.  Practitioners 
interacted across a range of work, social and, hybrid spaces such as galleries, 
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private views, symposia and exhibitions.  Recall from Chapter 5, for example, 
the practitioner, who regularly bumped into a renowned sculptor in the 
supermarket, or the regular interactions at Stroud’s Saturday morning award 
winning farmers market described as the “main point of call and when you go 
into the town on Saturday there are lots of artists and you bump into them” (Jan, 
practitioner).  Whilst many practitioners worked alone and many from their 
home, there were a set of regular opportunities and spaces for artists and crafts 
people to come together.   
The small physical scale coupled with a varied supply of independent business 
had its spatial advantages with practitioners reporting the practicalities of being 
based in Stroud: “life is relatively easy in terms of how it functions.  We’re five 
minutes from home, five minutes from school, and it doesn’t take an hour to go 
to visit somebody that you need to see or something so you can just get on with 
your work” (Tina, practitioner).  This was contrasted with an urban setting where 
access to services and supplies could be spread across the city.  
The above discussion leads to the conclusion that scale in terms of population 
size and the physical footprint of the place can shape the workings of the sector.  
At times, this produces additional challenges to those experienced by their 
urban counterparts and at times yielding particular advantages.  But it is not just 
an issue of scale, as the next section will discuss, the perception of place also 
marks a difference between rural and urban settings.  
6.3.2 Social construction of rural place  
The social construction of place emerged from Chapter 5 as a further source of 
difference between rural and urban places as sites for cultural industries.  
Analysis in the previous chapter emphasised how the notion of the rural, as 
socially constructed, shaped the workings of the sector particularly in relation to 
exchange activities and to a lesser extent creative content.  The analysis 
suggested a variety of meanings ascribed to the rural setting by local 
practitioners and reportedly by cultural intermediaries such as curators and 
gallery owners.   
At times there appeared a disconnect between perceptions of a rural place and 
the lived experience.  One practitioner acknowledges a common perception: “In 
a sense, I think if you go back in history, rural crafts always had a bit of a name 
for standing still and people getting in their comfort zone and not wanting to do 
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anything different” (Tina, practitioner) but the interviewer didn’t think that such a 
perception reflected the practice in Stroud.  Another practitioner seeks to 
distance the Stroud milieu from any perceptions of it as a rural backwater: 
“Because Stroud isn’t a city, it’s a town.  But everything that’s happening around 
it – it’s like that film Stardust – you go over the wall and there’s this kingdom of 
Stormholt and it’s all things flying and weird stuff – but it’s stuck right next to 
normality.  It’s almost not normal to have so much going on in one rural place” 
(Mike, practitioner).  Thus, Stroud appeared to be defying logic.  The following 
practitioner comment exposes a perception of a rural place as a slowly paced 
place: “A lot of my childhood was spent in the country, so I was ready to make 
that move, because I’ve always loved being in the country, so there wasn’t that 
hurdle to overcome, although I did wonder whether I was going to stultify 
immediately” (Liz, practitioner).   
Impressions also extended to the business potential of a rural location.  Cities 
were associated with commercial viability whereas there was a view that 
activities conducted in a rural area were somehow less business orientated.  
This underlying assumption is reflected in the following comment made by a 
practitioner who moved to the Stroud District from a city: “I moved down here to 
establish my work as a business, as a proper commercial selling enterprise, not 
just a rural little handicraft thing” (Mike, practitioner). 
Thinking about the financial valuation of work, Currid (2010) suggests that a 
cultural good gains value from where it is produced.  The Stroud case found that 
for some practitioners, the rural location had the effect of devaluing the good, as 
a national practitioner talking about her local sales prices reflects: “I can’t sell 
work even as high as I sell it in Bristol, let alone London.  And these prices 
would be utterly ridiculous in London” (Liz, practitioner).  But this certainly was 
not the case for all, for example, established glass practitioners did not think that 
their rural place of creation and production impacted of the valuation of their 
work.  The variation in experience  suggests that it is not as simple as saying 
that a rural location devalues work, consideration of the type of work is needed 
as well as the status of the practitioner, and the ‘price’ they can command on the 
market regardless of their location.  
As already referred to, feelings of isolation and remoteness from cities are often 
associated with rurality (Gibson, Luckman and Willoughby-Smith, 2010, 
Conradson and Pawson, 2009).  Whilst presented as separate, practitioners did 
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not appear to conceive Stroud as physically remote: “I don’t feel isolated in 
Stroud.  I don’t think I could live in the borders because it is so rural, I think I 
would struggle with that” (Jan. practitioner).  Stroud was presented as separate 
from the city but linked to it; one practitioner referred to Stroud: as “To me I feel 
like it’s a suburb of London because it’s an extension“ (Jan, practitioner).  Whilst 
another commented: “We’re just far enough away to be in a special little place, 
but very close…  It’s like a little satellite isn’t it, you can get back – Bristol or 
London" (Clare, practitioner).  Stroud is comfortably accessible to London and 
the nearby cities of Birmingham, Bristol, Gloucester and the spa town on 
Cheltenham.  Good access links to London and other cities added to the sense 
of practitioners feeling physically connected.  Good internet access also added 
to this experience.   
Experiences of connectedness to different art worlds were more varied.  For 
some practitioners, particularly visual artists whose work was contemporary or of 
a conceptual nature, remoteness form London was potentially problematic but 
for others, such as glass artists this was less of an issue.   
6.3.3 Relationships and networks in rural places   
The concentration of activity in a limited number of locations in the rural case 
study led to significant levels of face to face interaction and reported spillovers 
between differing visual arts and crafts genres.  Whilst not so cross-sectoral as 
might be the case in a city (S.5.3.2), it should be remembered that visual arts 
and crafts cultural industries do span a large range of disciplines.  Indeed, there 
appears to be a paradox at play, such that, a rural place may be the site of 
relatively more, not less regular local interaction  as the ‘limitations’ of the rural 
setting may act to intensify network relationships.  As such, the emphasis maybe 
on intensity of relationship rather than network size.  The basis for this claim is 
that in a rural setting, interaction is concentrated around a limited number of 
events and locations and whilst the pool of potential network members is likely 
to be smaller than in a city, the frequency of contact with network members may 
be greater.  This is proposed on the basis that practitioners are interacting with a 
smaller group of people and this may lend itself to contact that is more regular.  
In contrast, in a city, whilst practitioners may come into contact with a large pool 
of people and thus have many acquaintances made across a plethora of cultural 
industries sectors and initiated across a multitude of events and happenings 
they may still rely on a small network of close relationships within this much 
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larger network of brief encounters.  This behaviour, however, cannot be verified 
in this instance as data about frequency of contact were not collected or 
discussed at length in the interviews. 
Thus, in Stroud a combination of scale, spatial organisation, network factors and 
committed practitioners appear to have combined together to have created a 
milieu where practitioners seemed to have a comparable and perhaps even a 
better chance of forming meaningful relationships.  The following practitioner 
comment referring to network composition supports the above reflection: “But 
even so that’s more (practitioners) than I ever met in all my time in London.  So 
that in itself is a whole network I’m getting into even though the numbers of 
practitioners might be smaller” (Mike, practitioner).  Thus suggesting that the 
quality of the milieu as a supportive environment for nurturing and supporting 
relationships (as will be discussed below) may be as important as its size.  
The networks were important for sharing chatter for example about work 
opportunities.  Recruitment via networks, Hart and Powe (2007) suggest, is 
particularly prevalent in rural places where matching jobs and workers can be 
problematic and costly.  Some practitioners did talk about not being in the ‘right’ 
network in order to access opportunities.   
Whilst practitioners portrayed cities as anonymous, Stroud was presented as a 
visible community where people were known: “It’s quite a small town and such a 
high density of artists and you tend to know them all anyway” (Tom, 
practitioner).  Such visibility was advantageous as it could command support: “I 
certainly think there’s strength in the rural community – the fact that you do know 
people and you can get things done.  I find that because I know a lot of people, if 
I need something done I will ring them and it’s kind of easier, because they know 
you, they’re more likely to do it for you.  If they don’t know you, they won’t bother 
to email back, so it’s harder to get things done.  On one level, you can 
accomplish quite a lot in a rural community because everyone’s much more 
willing.  And they can be seen to be doing things” (Clare, practitioner).  
The level of intimacy, however, could also at times be problematic as per the 
following practitioner commenting about a potential fallout resulting from the 
curating decisions for a local show: “Whereas, as you say, in a big city people 
wouldn’t even give it a second thought.  Whereas here you can see them going 
down getting their shopping, ‘oh, you didn’t choose me’” (Clare, practitioner).  
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There was a sense that the scale of the setting and the passionate nature of the 
practitioners made for a network environment that was particularly personal with 
a big and small ‘p’.    
The conceptualization of external networks as ‘‘pipelines” (Bathelt, Malmberg 
and Maskell, 2004), appears an apt way to describe the function of networks 
spanning beyond Stroud.  The arts organisations in particular, seemed to value 
developing external links both to act as a conduit for practitioners to promote 
their work beyond the locality, (such as SVA taking local artists to London or 
Marrakesh) and as a means of bringing in the work of external practitioners 
(such as the outward looking programming of the Stroud International Textiles 
Festival) to help raise the quality of local cultural output.   
At an individual practitioner level, the importance and presence of external 
relationships is more mixed.  Established practitioners appeared to attach 
significant importance to their links beyond the District not least it appears, that 
for many that was where they were most likely to form relationships with actors 
engaged in as shared pursuit, as per Wegner’s (1998) notion of a ‘community of 
practice (S.2.7.3. & S.2.7.4).  The following remark by an internationally 
regarded practitioner underlies the importance attached to community of 
practice: “my community is not based here, it is national and international. It is 
people that I know through [reference to specific discipline] and there is quite a 
large community of people that I have known for quite a long time, worked with 
in different ways but it is not a local network particularly” (Ted, practitioner).  In 
terms of significance of community of practice compared to community of place, 
for established practitioners the former appeared more important for creative 
purposes.  Nevertheless, they retained an attachment to Stroud as this 
practitioner went on to comment: “It does matter where I am located.  I want to 
be somewhere where I feel comfortable and happy and where there are 
resources that I need... I mean it doesn’t have to be Stroud but it is a nice place 
to work” (Ted, practitioner). 
In the above instance, the fact that the practitioner’s community of practice 
comprised principally of extra-local relationships challenges the significance 
attached to clustering as the spatial pattern of organisation most likely to 
facilitate learning through knowledge exchange (Gertler, 2003, Scott, 2010, 
Malmberg and Maskell, 2001).  In line with Boschma’s (2005) work, the 
practitioner appeared to place more importance in the notion of cognitive 
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proximity than the spatial variety.  In a rural setting where low population and 
density may limit opportunities for spatial agglomeration, the importance 
afforded to the notion of the community of practice suggests that a rural setting 
need not be problematic and that much depends on the nature of the cultural 
activity.  In the case of producing visual art and craft pieces, spatial proximity 
would appear less important than say for film production.  
6.3.4 Stroud the place 
Chapters 4 and 5 have drawn attention to a number of obvious reasons why 
there was a sizeable concentration of visual arts and crafts industries in Stroud 
including: affordable accommodation, availability and affordability of workshop 
and studio space and art related employment in the town’s art businesses and 
college.  Whilst the presence of these attributes is important, alone, they are not 
enough to explain the concentrations of cultural industries in some places and 
not in others.  In addition to the above, in the case of Stroud, the findings and 
analysis in the previous chapter consistently emphasise the importance of the 
place dimension.   
Thinking about the Stroud case in relation to the multi-dimensional concept of 
place (S.3.2.6), that is place as material, imagined, constructed and practiced, 
appears to have strong explanatory capacity to account for why there was a 
sizeable grouping in that particular geographic location and why it worked as 
presented in the previous two chapters.  In common with a number of 
academics (Brown, O'Connor and Cohen, 2000, Luckman, 2012, Heebels and 
Van Aalst, 2010), this thesis argues that place is not a neutral container, place 
matters, it provides a particular context, a particular milieu which is critical to 
understanding cultural industries activities.  Accordingly, the remainder of this 
section discusses Stroud - the place - in the context of the concept of the milieu.  
As discussed in Chapter 2 (S.2.4.3), some academics attribute much importance 
to the concept of the milieu and it’s variations; the social, the creative and the 
local milieu, in attempts to understand the production and consumption activities 
and the process by which cultural goods are valued (Brown, O'Connor and 
Cohen, 2000, Bathelt, Malmberg and Maskell, 2004, Heebels and Van Aalst, 
2010, Molotch, 2002, Scott, 2010, Jacobs, 1961, Currid and Williams, 2010, 
Landry, 2008).  The notion of the milieu captures so called ‘hard’ and ‘soft’ 
factors.  Hard factors referring, for example to the physical environment, which 
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given the city focus has tended to equate to the built environment, and soft 
factors encompassing less tangible aspects such as local atmosphere, 
conventions and the social context.  Making sense of what was going on in 
Stroud in terms of the notion of the local milieu, this thesis argues, moves the 
discussion on in terms of understanding why there is a concentration of this 
cultural industry activity in the Stroud District.  In addition, the notion of the 
milieu is particularly interesting for this study as it inherently incorporates the 
analytical themes that have steered this research, i.e. spatial organisation, place 
and relationship and network dimensions. 
As the features described as ‘hard factors’, for example the look of the built and 
natural environment and infrastructure considerations, received much attention 
in the previous chapter (S.5.3.3), the remainder of this section focusses on the 
soft factors that comprise the local milieu.  In contrast to the hard factors, the 
soft factors are trickier to conceptually and empirically capture as they are more 
elusive, as the following practitioner reflection demonstrates “it’s funny because 
people do, the creative people descend on Stroud, almost accidently it seems, 
yeah it’s weird, nobody is ever able to put their finger on it” (Tom, practitioner).  
A focus on soft factors, it is proposed, may help to remove some of that mystery.  
Reflecting on the findings and analysis in Chapters 4 and 5, there seem to be a 
number of valued traits that appear to be embodied in the notion of Stroud the 
place, notably independence, risk taking, pioneering spirit, tolerance, and 
passion and pride creative work.  Of course these traits are human 
characteristics, and it could be said that it is the residents of Stroud that portray 
these characteristics, and whilst this is so, it is argued that these traits are not 
confined to the people element of place but are also part of the identity, the feel, 
the persona of the place.  Take the characteristic of independence for example; 
the notion of an independent streak can be traced back over many years, 
interviewees appeared to delight in saying that Stroud was the last place to give 
up local time and many references were made to examples of community 
activism, which brought parts of the community into conflict with the 
establishment.  
Another soft factor is the notion of ‘atmosphere’ coined by the economist Alfred 
Marshall and referred to by Molotch (2002) as “the very air people breathe 
together causes certain productive things to occur and not others” (Molotch, 
2002p.666).  This notion of a pervasive creative quality was alluded to by a 
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number of interviewees; “there is a sort of creative aura to Stroud which is very 
conducive to people working extremely hard for not very much money to 
produce things that are considered important and beautiful and special and 
precious” (Peter, practitioner) and another interviewee spoke about “a natural 
ether or essence in the air of what is happening and that is bound to rub off” 
(Jan, practitioner).  A further example portrays the notion of this place based 
quality “A lot of people are interested in what you’re doing, but here they really 
understand the urge to make something.  It’s other-worldly, there’s something in 
the water, it’s strange” (Mike, practitioner).  A final quote further supports the 
notion of Stroud as having an atmosphere that was considered particularly 
conducive to creative outpourings: “I think the only reason I’m here is because of 
the artistic dynamic. I wouldn’t be here otherwise, I’d have moved on” (Ted, 
practitioner).  This latter quotation also indicates the high value attached to this 
soft factor.  
6.3.4.1 People aspect 
An integral aspect of the creative milieu is the people dimension, both at a group 
and individual level.  Scott (Scott, 2010 p. 118) suggests that a sizable cluster of 
practitioners and a number of art businesses can have what he refers to as 
‘magnetic attraction’ whereby they attract other practitioners to a place.  Florida 
(2008) focussing on the individual, similarly refers to a process of ‘preferential 
attachment’ whereby creative individuals attract other creative individuals.  
There was some evidence of preferential attachment in Stroud with some 
practitioners reportedly moving to the area because of its association with 
Damien Hirst “the fact that Hirst and Science lives here, it just gives the area a 
bit more credibility and it makes people want to come and live” (Clare, 
practitioner) whilst another interviewee comments “having Damien’s presence in 
the area has helped to boost its continued artistic reputation” (Sarah, arts 
business).   
Other well-known practitioners have also had the effect of attracting practitioners 
to the area.  Pangolin Editions, for example, the bronze foundry set up in the 
District to produce the work of internationally known sculptor Lynn Chadwick and 
Damien Hirst reportedly set up workshops in the area to be close to the foundry, 
which casts much of his work, and because of personal friendships in the area.  
The internationally acclaimed glass artist Colin Reid through his apprenticeships 
   
Page 224 of 282 
and presence has attracted a number of cast glass artists to the areas, some of 
whom have remained.  
In summary, Stroud contains the following place ingredients which combine to 
forge a creative local milieu that appears to support individual practitioners and 
art businesses.  This includes a significant number of talented individuals with 
an attachment to the area, a supportive and largely effective cultural 
infrastructure, a number of significant art businesses which help to anchor the 
sector, provide employment and give some visibility to the sector, physical 
infrastructure and a community that is accepting and welcoming to the sector, an 
energy and passion for creative practice and an environment conducive to 
people having a go and taking a risk.   
The discussion in S.6.3 adds further empirical support to the claim that 
geography matters to the workings of cultural industries (Scott, 1999a, Rantisi, 
Leslie and Christopherson, 2006, Drake, 2003, Pratt, 2004a).  Importantly, this 
study reveals an aspect of geography that is somewhat under researched - the 
rural dimension - and its manifestations in terms of spatial organisation, social 
relationships and place.    
At this juncture, it is appropriate to take stock of where the chapter stands in 
relation to the research question: “In what ways and to what extent does a rural 
context shape the workings of rurally based cultural industries?”  Through the 
case study analysis in Chapter 5 and the discussion above, this study has 
identified and discussed a number of ways in which the rural context is 
implicated in the workings of rurally based cultural industries, in this instance 
visual arts and crafts industries.  Thus, the first part of the question has been 
addressed.   
Addressing the second part of the research question requires an assessment of 
the extent of that impact.  The outcome of that assessment, it is argued here, is 
likely to vary depending on the cultural industry in question and the position of 
the actor within the cultural field.  This claim is made on the basis that at 
numerous points in Chapters 4 and 5, alongside identifying a rural dimension, 
reference has also been made to nuances within the visual arts and crafts sector 
and particularities of the workings of the sector as a whole compared to what is 
known about other cultural industries.  This claim concurs with the position 
argued convincingly by Sunley et al (2008) and Reimer (2008) that the economic 
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geography of cultural industry sub-sectors might vary.  Thus, in the Stroud case, 
to avoid misconstruing the extent of the rural impact, this chapter continues by 
drawing out the particularities of the visual arts and crafts sector that have 
emerged from this study.   
6.4 Particularities of visual arts and crafts cultural industries 
This section identifies the similarities and variations between the characteristics 
of the visual arts and crafts industries in the Stroud case and what is known 
about the characteristics of cultural industries generally, as per Chapter 2 
(S.2.7).  Such analysis helps in assessing the extent to which the observed 
working practices are attributable to the rural location and the extent to which 
they are attributable to the specific cultural industry sub-sector.  The following 
informs the next and final section of the chapter, which reflects on the 
contribution that the Stroud case makes to the discourse about geography and 
the workings of cultural industries, and the discourse about the economic 
geography of cultural industries.   
The presence of a spatial concentration of activity in and around Stroud town 
and to the west of the District in an area known as the Golden Vale (as per 
Figure 16 p.136), adheres perhaps to one of the strongest features associated 
with cultural industries i.e. the tendency for cultural industries to agglomerate.  
Academics have written much about the drivers for and benefits of spatial 
agglomeration and clustering, and increasingly the emphasis is on the positive 
association between spatial clustering and leaning, creativity and innovation 
(Scott, 2010, Malmberg and Maskell, 2001).  Whilst the Stroud case does 
support the above claim, other commonly associated agglomeration economies 
such as face-to-face transactions, reduced transport and logistical costs and to 
some extent a skilled pool of labour, appeared of lesser importance.  Rather, in 
the Stroud case, the multi-faceted notion of place, in particular the quality of the 
milieu appears to be a particularly strong driver for spatial concentration.  In 
many ways the following comment by an interviewee encapsulates the spatial 
concentration of visual arts and crafts activity in Stroud: “It’s a nice place, it’s 
physically very attractive it’s the right combination of not being overly pretty and 
too protected and so you can do big studios and make big things it’s got other 
creative people around that you can use to make projects happen and its 
cheaper than working in London” (Pete, arts business).  Whether the place 
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dimension might be more important to some cultural industry sub-sectors than 
others requires further research. 
The ‘making a living’ aspect appears particularly germane to visual artists and 
craftspeople.  Whilst many practitioners sought to make an income from their 
practice, feelings about their work as a commodity were mixed.  So even the 
recognition and visibility attached with exchange was appreciated, the financial 
aspect was less savoury for some.   
In common with other cultural industries, visual arts and crafts actors appeared 
to value noise, buzz, tacit and codified knowledge.  These types of knowledge 
were transmitted in a variety of sites such as joint work settings, within arts 
organisations, at cultural and social gatherings, through communities of practice, 
both local and non-local, and more mundane venues such as the supermarket 
or farmers’ market.  Whilst much interaction was indeed local, once more there 
appears to be a distinction in relation to established practitioners who were most 
likely to rely on external relationships throughout the production system.   
Although there was some evidence of vertical relationships with practitioners 
choosing their location to be proximate to related actors involved in the 
production system, horizontal relationships between actors involved in similar 
activities were more prevalent.  On a scale of less complex to more complex, the 
creation and production processes for visual arts and crafts tend towards the 
less complex end of the scale.  Rather than discrete processes performed by a 
number of related actor groups, in the case of visual arts and craft activities it is 
not unusual for the same actor to perform multiple processes.  In this regard, 
some practices were particularly individualised.  The picture for established 
practitioners is somewhat different as they are more likely to involve more actors 
in the ‘conception to commodity’ journey and thus to place more emphasis in 
vertical relationships.   
In theory, high levels of horizontal relationships make for competition between 
practitioners, but in the Stroud case, there was more evidence of collaboration 
than competition.  Luckman (2012) suggests that reduced anonymity in a small 
setting tends to shift the focus of competition from an individual to a place level.  
In Stroud collaboration tended to be on-going rather than temporary.  Studio 
Seven, for example a collective of textile artists had been working together for 
more than five years and Park Bench a group of visual artists had been 
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collaborating for over three years.  Thus, the evidence suggests a more stable 
approach to collaboration.  Typically, a practitioner’s work was a journey of 
personal development and as such, practitioners were unwilling to engage in 
wholesale rethinking of their style and practice to appeal to the market.  The 
particularities of the cultural discipline and the rural setting appear to have fused 
together to create an environment in which there is little interest in competition: 
“Well, you just don’t want to get into a situation where you’re bidding against a 
mate for the same job.  That’s the nuts and bolts of it.  That does happen 
sometimes.” (Mal, practitioner).   
As is characteristic of cultural industries and their tendency to agglomerate, the 
Stroud case contained placed based communities of practitioners.  In a similar 
manner to other sub- sectors, such communities were supported by a cultural 
infrastructure and relied on high levels of self-employment.  Also as with other 
financially precarious activities such as acting, and music making and 
productions, multiple job holding was widespread and spanned a range of 
supplementary employment opportunities.  Risk taking appeared a strong 
feature with practitioners prepared to take a chance on yielding a return on their 
work rather than specifically tailoring their work for a particular market.  
6.5 Reflections of Stroud District as a site for rurally based 
cultural industries 
The final section of the discussion chapter reflects firstly on the extent to which 
the Stroud case replicates or departs from what is known about the 
characteristics of rurally based cultural industries and the extent to which the 
findings can be deemed more widely applicable to rural areas.  Secondly, the 
section reflects on what the case adds to the discourse about the economic 
geography of cultural industries.  Before embarking on this task a note of caution 
is required.  Whilst improving, the poor evidence base for rurally based cultural 
industries weakens the ability to make strong assertions about the typicality or 
otherwise of the Stroud case.  Furthermore, the diversity of rural areas, reflected 
in Hart and Powe’s (2007) comment that variations across rural areas can be 
greater than between rural and urban settings, points to a need to qualify claims 
made from the Stroud case to other rural areas.  
In terms of the Stroud case characterising rurally based cultural industries, the 
dominance within Stroud of visual arts and crafts activities appears typical of the 
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type of cultural industries that are often associated with rural places.  However, 
the lack of comprehensive knowledge about the types of cultural industry 
activities based in rural areas leads Bell and Jayne (2010), to warn against 
simplistic associations that distinguish between so called ‘traditional’ rural 
activities and urban creative activities; examples of the former being visual arts 
and crafts and the latter being new media and television.  Continuing on, high 
levels of solo and micro businesses, self-employment and homeworking, appear 
typical of both the rural setting and these particular types of cultural industries.  
What is somewhat atypical, is the cluster of high profile production and post-
production art businesses in a rural District and yet for Stroud, the cluster 
appears significant.  The art businesses provide employment and training 
opportunities, offer renowned production and post-production services, nurture 
practice and give exposure to practitioners.  They also support the local cultural 
infrastructure and boost by association, the reputation of Stroud as a creative 
place.   
The wider value of the Stroud study derives from its contribution as an 
information rich example of a case that offers an insight into the workings of 
rurally based cultural industries to contextually similar rural areas.  As such, the 
Stroud case represents rural areas that place little dependency on agriculture, 
exhibit high levels of creative and entrepreneurial activity, combine a high quality 
physical environment with affordable working and living accommodation, offer 
good accessibility to major urban centres, and contain a least one focal centre 
for exchange and consumption activities.  Reviewing academic typologies of 
rural places, the classification to capture most closely the above type of rural 
area is that of ‘dynamic rural’ defined as “Economically fast growing areas that 
have lower density, above average tranquillity and agricultural employment.  
This includes many areas south of Avon/Wash line: e.g. Cotswold, Fenland, and 
South Northamptonshire” (Future Foundation, 2004 p.7).  Thus the Stroud case 
offers an insight into similar such rural places. 
Although a number of research respondents referred to Stroud as unique and 
special, it is not a solitary case.  During the course of the research, respondents 
referred to the following market towns as being similar to the Stroud case, 
Totnes (Devon), Frome (Somerset) and Hebden Bridge (West Yorkshire).  
These places have a number of characteristics in common.  Like Stroud, Frome 
and Hebden Bridge are former woollen mill towns and Totnes too has an 
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industrial heritage and all have a legacy of industrial architecture which makes 
for potential workshop and exhibition space.  Along with Stroud, all three towns 
boast a reputation for independent shops, a tolerance for ‘alternative’ living and 
each maintains a strong arts scene.   
Just as not all cities are creative cities, so, not all rural places can be creative 
rural places.  Much depends on a place’s physical, cultural, historical, and social 
capital. 
In terms of its contribution to the discourse about the economic geography of 
cultural industries, the Stroud case through its focus on visual arts and crafts 
supports the claim that the economic geography of cultural industries might vary 
across cultural industry sub-sectors.  Moreover, in relation to the case of visual 
arts and crafts industries, a further nuance appears evident, such that the impact 
of geography may vary according to the position of the actor in the hierarchy of 
the art world.  
 
Chapter 6 Conclusion  
The chapter has attempted to make sense of the findings and analysis of the 
Stroud Case in the context of the conceptual framework and wider literature.  
The outcome of comparing the dynamics of the visual arts and crafts sector in 
the Stroud case to Scott’s (Scott, 1999a, 2006b, 2010) city based theory of the 
creative field was to challenge the notion that cultural industries are 
quintessentially city phenomena.  This conclusion supports academic (Bell and 
Jayne, 2010, Luckman, 2012) and policy (Rural Cultural Forum, 2010) calls for 
more research to explore and elaborate a rural cultural industries script.   
Whilst arguing that rural places just like cities can be viable sites for cultural 
industries, this is not an attempt to assert that rural places sustain cultural 
industries in the same way.  In answer to the first element of the research 
question which concentrated on the ways in which the rural context made a 
difference to the workings of rurally based cultural industries, it is claimed that 
the rural setting does shape the workings of the cultural industries.  The rural 
case exhibited particular issues related to scale, the social construction of the 
rural and network behaviour which shaped the processes of the production 
system and related working practices.   
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Layered on top of the rural dimension and interacting with it was the significance 
of place, in this case Stroud, as conceived materially, as imagined and as 
socially constructed.  The concept of the milieu appeared to be helpful in making 
sense of the concentration of visual arts and crafts activity in the Stroud District.  
Soft factors, whilst tricky to measure did appear to play a significant role in 
accounting for the visual arts and crafts sectors in Stroud.  
Responding to the element of the research question that is concerned with the 
extent of the impact of the rural dimension, it is argued that this depends on the 
cultural industry in question and upon nuances within any cultural industry 
sector.  In the Stroud case, there were a number of instances where the rural 
dimension impacted differently according to the visual art or craft discipline.  
Also, there were instances where the impact of the rural dimension appeared 
contingent on the status of the actor that is whether they were established or 
aspiring.  Thus, it is argued that theorising needs to be more nuanced to take 
into account these variations.   
Despite a number of challenges, mainly around the issue of exchange, in the 
case study there seemed a certain ‘fit’ between the visual arts and crafts cultural 
industries and the rural setting of Stroud.  The structure of the creation and 
production processes, in particular the often small number of distinct actor 
groups involved in the ‘conception to commodity’ journey, the need by some 
practitioners to balance substantial workshop space needs with a limited 
financial return and the often separation between production and consumption 
activities appeared to lend themselves as much to a rural setting as a city one.     
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 CONCLUSION  Chapter 7
7.1 Introduction  
The thesis comes to a close by firstly identifying the study’s contribution to 
plugging the empirical, conceptual and methodological knowledge gaps and 
limitations identified at the outset in the literature review.  Secondly, it identifies 
the arising policy implications and puts forward a set of recommendations for 
Stroud District Council, one of the study partners.  Thirdly, the chapter critically 
reviews the study’s research approach and methods, and determines the reach 
of the findings and conclusions.  Building on this, the fourth section proposes 
avenues for future research.  The chapter concludes by summarising and 
academically locating the contribution of this thesis to knowledge.  
7.2 Advancing the research agenda 
7.2.1 Empirical Issues 
7.2.1.1 The Geography of cultural industries  
Scott (2010 p.121) powerfully establishes the significance of geography to 
understanding cultural industries: “The geographic dimension turns out to be 
extraordinary potent as a medium of variation in creative energies”.  Yet 
empirical research addressing the geographic dimension has largely concerned 
cultural industries in metropolitan cities and has mostly advanced the argument 
that cultural industries are inherently city phenomenon (Scott, 2010, Florida, 
2002).  Thus, there is a knowledge gap in the field of economic geography when 
it comes to understanding the way the range of geographic settings mediates 
the workings of cultural industries.  It is only in the last ten years that a limited 
number of scholars have started to address this limitation by widening their gaze 
to explore cultural industries in non-metropolitan environments including 
suburbia (Collis, Felton and Graham, 2010), small cities (Waitt and Gibson, 
2009) and rural settings (Luckman, 2012).  This study contributes to this 
emerging strand of research by focussing on the under-explored aspect of 
rurally based cultural industries.  It supplements the evidence base through a 
case study investigating the ways in which, and the extent to which, the rural 
context has shaped the workings of visual arts and crafts industries in the rural 
District of Stroud, Gloucestershire.   
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The study used Scott’s (2010) schematic representation of the creative field 
(S.2.6.4) to frame an analysis of Stroud’s ability to support cultural industries 
activities.  Significant to this study is Scott’s assertion that the creative field, 
referring to the “constellation of workers, firms, institutions, infrastructures, 
communication channels and other active ingredients stretched across 
geographic space” (Scott, 2006b p.15) is most concentrated in city settings.  Yet 
analysis of the Stroud findings suggests that to a greater or lesser extent, Stroud 
too possesses many of the elements most often associated with its city 
counterparts.  
Referring to Scott’s (2010) model of the creative field, the findings showed a 
concentration of visual artists and craftspeople and a notable number of arts 
businesses, of national and international repute.  The District is steeped in textile 
related heritage, which is visible in the current day physical and built 
environment, embedded in the local cultural infrastructure and traditions and 
values, and is evident in the work of some of Stroud’s practitioners.  Stroud’s 
cultural and leisure offer appeared to satisfy local practitioners and there was 
some evidence that it was instrumental in attracting incomers to the area.  For 
the most part, actors referred to the District as an affordable location in which to 
work and live.  The industrial heritage left a legacy of buildings, many of which 
provided suitable working environments.  The District was capable of 
accommodating and nurturing a place based community of workers.  Whilst not 
having a university, the District does have a well-regarded School of Art and 
throughout the year, there is a busy schedule of creative, technical and 
professional training run by the college, arts associations, art businesses and 
individuals.  The availability of such training helped to maintain a supply of 
skilled practitioners.  Local networks were well developed and were an effective 
means of supporting noise, buzz and the exchange of tacit and codified 
information.  Governance arrangements were loose and informal.  In the 
absence of a formal collective group, what co-ordination there was, was 
achieved via social networking and through overlapping membership of actor 
groups.  A sector managed arts forum previously existed but disbanded after 
attendance by key players dropped away64. 
                                                        
64 This was attributed to work commitments and concern that the forum was becoming 
less valuable.  
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The case demonstrates that a rural place can encompass many of the 
ingredients of the ‘creative field’ and challenges the notion of creativity as 
essentially a city occurrence and points to the value of more research to explore 
cultural industries in alternative geographical settings.  
7.2.1.2 Particularities of rurally based cultural industries.  
Whilst it is possible to draw from the Stroud case that the conditions most readily 
associated with cities need not be confined to city settings, the findings suggest 
that a rural dimension was also evident.  What follows relates to the part of the 
research question concerned with identifying the ways in which a rural context 
shapes the workings of rurally based cultural industries.  
A rural dimension was present and was particularly manifest in terms of the 
scale of activity compared to a city, and the social construction and perception of 
rural places as sites for cultural industry activity.  In terms of scale, knowledge 
exchange derived from spillovers across diverse cultural industries sub-sectors 
was less evident than would be expected in a city setting, as rural areas are less 
able to sustain multiple cultural industry groupings.  There were, however, intra-
industry knowledge spillovers within the visual arts and crafts sectors and these 
could be akin to inter-industry spillovers given the diversity of activities 
comprising these sectors.  Furthermore, the considerable number of established 
practitioners based in Stroud provided for mixing between the strata of 
practitioners, who ranged from leisure to nationally and internationally regarded 
practitioners, perhaps more so than might be the case in a more hierarchical city 
setting.  
Scale also impacted on interaction dynamics.  Rather than work settings 
providing the main backdrop for interactions between actors, exchanges were 
often informal and channelled through everyday activities such as encounters in 
the supermarket, at the weekly farmers market or at a cultural event.  Indeed, a 
rural area may be the site of more not less regular local interaction.  This is 
based on the case study, where interactions were found to be concentrated 
around a limited number of events and locations and whilst the pool of potential 
network members was limited, the frequency of contact was high.   
The basis of relationships were often overlapping with a network member, for 
example, being a neighbour, as well as having membership of an arts 
organisation in common or the same employer.  Whilst this engendered 
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engagement, such intimacy could also be problematic as a single action could 
potentially have numerous ramifications.   
Regarding the type of work that could be exchanged, differing social 
constructions of the rural led to mixed perceptions about the appropriateness of 
certain types of work for exhibition in a rural setting.  Whilst generally suitable for 
work of a traditional nature, views were mixed in relation to more ‘modern’ 
conceptual and abstract work.  The valorization of work and the viability of 
commercial activities also appeared bound up with socially constructed 
meanings associated with the rural setting.  Some practitioners reported 
securing a reduced income for their work because of their rural location and 
there was a view that practitioners had to work harder than their urban 
counterparts to prove their standing.  Again, there were nuances depending on 
the type of practice and the status of the practitioner.  
Stroud’s population size and destination appeal impacted on exhibition and sale 
practices, with the locality providing few exchange opportunities for established 
practitioners.  In part this was due to inadequate provision of prestigious venues, 
in part the necessity to be accessible to a sizeable audience with significant 
purchasing power, and in part the need to be proximate to cultural 
intermediaries such as critics and curators.  In contrast, aspiring practitioners 
relied heavily on the local exchange venues.  The focus on extra-local 
relationships was insightful with regards to exchange practices.  The findings 
suggest a positive link between the presence of external network members and 
exchange activities.  Non-local network members featured more significantly in 
the networks of established practitioners.  Aspiring practitioners looked to the 
arts organisations and to some extent art businesses, to help extend their 
exchange potential.  They did this for example, by brokering opportunities for 
exhibitions and residencies.  
Developing the empirical evidence base , to reflect more fully manifestations of 
cultural industries activities, represents an important broadening of knowledge.  
In the case of rurally based industries, it strengthens the prospect of them being 
taken more seriously by national policymakers.  Furthermore, it adds to the 
prospect of developing context sensitive policy rather than the default position of 
applying policies based on ‘metropolitan imageries’ (van Heur, 2010 p. 190) and 
“regeneration fantasies for cities” (Waitt and Gibson, 2009 p. 1244) regardless of 
the setting. 
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7.2.1.3 Particularities of visual arts and crafts cultural industries  
A trend in recent studies is for academics to draw attention to sector specific 
nuances in an attempt to move beyond a tendency towards what Reimer et al 
(2008) refer to as “generic and stylized” accounts of cultural industries.  Bringing 
distinctive practices into view is valuable as it makes for more accurate 
categorisation and thus holds the prospect for improved theorising.  
Kloosterman’s (2008) study of the creative process in relation to architecture 
and Sunley et al’s (2008) study of the creative process in relation to product 
design for example, are leading to a more varied understanding of the role and 
presence of inter-firm networking, one that goes beyond assuming that vertically 
or horizontally co-located firms automatically engage in frequent interaction.   
Rooted in the work of sociologists such as Becker (1982), Peterson (1976), 
Crane (1994), Bourdieu (1993) and DiMaggio (1976), this study conceptualised 
the production of visual arts and crafts goods as a social phenomenon.  
Embedding the social conceptualisation through the notions of the production 
system and the art world proved a powerful means for capturing and structuring 
what was involved in the ‘conception to commodity’ journey (DiMaggio and 
Hirsch, 1976 p.75) and for revealing the interdependencies between processes.   
Structurally, in comparison to other cultural industry sub sectors such as music 
production or film making, the Stroud case found the visual arts and crafts 
production system to be a relatively simple system involving a limited number of 
processes: finance, content creation, production, some post-production and 
exchange.  Indeed, depending on the type of creative practice, often the creation 
and production processes were indistinguishable and were performed by the 
same actors.  The number of actor groups involved in the production system 
however was not solely contingent on the type of visual art and craft practice, 
but also on the status of the practitioner guiding the ‘conception to commodity’ 
journey.  Aspiring practitioners, for example were generally more likely to 
perform more of the tasks themselves, in part due to financial imperatives, 
established practitioners by contrast, were more likely to involve a number of 
discrete yet related actor groups in the production of their work.  Even though 
some of the practices veered more towards individualised than collective 
processes, practitioners were still working according to socially defined 
conventions, within existing paradigms, supported by a cultural infrastructure, 
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and were embedded in a structure of relationships as per Bourdieu’s (1993) 
notion of the field of production and Scott’s (2010) creative field.  
Whilst the case identified a number of particular working practices, it was not 
always obvious if the particularities were attributable to the rural setting, or the 
specific cultural activity, or indeed the status of the actor.  It is possible that in 
the Stroud case there is a dynamic at play that fuses the rural location and the 
cultural activities.  On balance the study findings do appear to support Sunley et 
al’s (Sunley et al, 2008) proposition that the economic geographies of different 
cultural industries might vary.   
7.2.1.4 Numbers do matter 
The empirical section ends with a commentary on the interrelated debates 
regarding how to define and measure cultural industries.  These proved to be 
more significant than initially anticipated.  Whilst many academics draw attention 
to the shortcomings of the DCMS definition of creative industries and the 
plethora of alternatives, and the underestimation of cultural industry activity due 
to the data sources used to populate the official calculations, as this research 
progressed, it became apparent that such deficiencies were especially 
problematic for visual arts and crafts industries.  More than just frustrating for the 
researcher, the challenges of quantifying the particular industries have 
potentially detrimental consequences for the status of these sub-sectors and the 
seriousness with which they are perceived by policy makers (Pratt, 2008, 
Naylor, 2007, Bianchini, Bailey and Medlyn, 2012).  When faced with a set of 
sector figures where the column for crafts is blank65, whilst there are reasons for 
this, as set out in S.18, the busy policy maker or politician may not have the time 
or inclination to seek them.   
The challenges of definition and measurement are even greater when 
attempting to identify and quantify rurally based cultural industries activity.  This 
situation is exacerbated further when it comes to rurally based visual arts and 
crafts cultural industries.  The limited statistical visibility of rurally based visual 
arts and crafts industry activities at a national level may be a factor in the rural 
lobby’s claim that national policy overlooks what is happening on the ground.  It 
                                                        
65 In the DCMS Creative Industries Economic Estimates 2011 many of the table entries 
for craft were blank.  This situation has improved in the latest update – the Creative 
Industries Economic Estimates 2014. 
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may also help account for the rather limited attention accorded by academics to 
rurally based cultural industries.   
Academics, consultants, sub-sector representatives and policy makers have 
expended much time grappling with how to reduce definitional fuzziness and 
how to capture more cultural industries activities statistically.  Whilst the latest 
DCMS (2014) statistical release marks progress, problems persist when it 
comes to measuring sole traders and micro-businesses, characteristic of visual 
arts and crafts cultural industries.  There appears to be no easy solution for 
improving this situation especially as changes to the Standard Industrial 
Classification (SIC) and Standard Occupational Classification (SOC) categories 
require European-wide support.  Incremental improvements, which are the most 
likely route to change, will take time.  Meanwhile sub-sector organisations, for 
example the Craft Council have taken to producing their own statistical 
information.  Whilst such sector specific data fills a gap until the national system 
can catch up, it introduces yet another definition into the mix and requires 
significant qualification when attempting to compare their data to DCMS data.   
This study was principally concerned with in-depth understanding and 
uncovering meaning rather than quantification of cultural industry activities and 
thus was little concerned about numbers.  Regularly returning to the issue of 
definition and measurement during the course of the study however resulted in 
an unanticipated conclusion that numbers do indeed matter.  The lack and 
inadequacy of national statistics concerning rurally based visual arts and crafts 
industries, is potentially damaging.  Often numbers are valuable in presenting a 
snapshot of a sector.  Even where they may be imperfect, on balance some 
numbers are likely to be better, than none at all.  Also, figures allow the 
economic impact of sub sectors to be estimated and in the present political 
climate, such economic positioning is all important. 
7.2.2 Theoretical and conceptual issues  
7.2.2.1 Place 
In the process of reviewing cultural industries literature, place emerged as a 
concept that warranted fuller consideration when seeking to understand the 
workings of the sector.  Some academics do focus on it as a primary issue for 
investigation (Drake, 2003, Heebels and Van Aalst, 2010, Molotch, 2002), but 
most appear to consider it as a subsidiary factor rather than as an object of 
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study in its own right.  Responding to this perceived shortcoming and a call from 
Harvey et al (2012), this study sought to take the place dimension more 
seriously.  Accordingly, place was accorded the same level of prominence in the 
analytical framework as consideration of relationships and spatial organisation.  
The Stroud case affirms the claim that cultural industries have a tendency to 
cluster.  Accounting for the spatial concentration of visual arts and crafts cultural 
industries in the District and particularly in Stroud Town and to the east along 
the Stroud Valley however, provides new insights into why they have a proclivity 
to cluster.  Early work on agglomeration stressed the economic advantages for 
firms locating in close proximity, notably a shared and dedicated infrastructure, a 
skilled labour market, and reduced logistical and transport costs.  More recently, 
academics have explained spatial clustering in terms of knowledge spillovers 
and the resultant beneficial learning and innovation (Malmberg and Maskell, 
2001).  Accompanying a focus on spillovers came a focus on the role of buzz, 
noise, institutions, conventions and spatial proximity to encourage and facilitate 
the exchange of tacit knowledge, a type of knowledge deemed critical to cultural 
industries (Scott, 1996).   
The empirical evidence presented here suggests that whilst the rurally based 
visual arts and crafts industries did benefit from both agglomeration effects and 
some intra-industry knowledge spillovers, such benefits do not appear to explain 
fully the concentration of such cultural industries in Stroud.  Partly this is 
because compared to say music or film production, there appears less necessity 
to co-locate as the production system for visual arts and crafts industries is 
relatively simple and tends to involve fewer actors.  Spatial clustering is located 
in place and in the Stroud case, rather than the structure and functioning of the 
production process, it is the place aspect, combining material, socially 
constructed, people and lived elements, that appears particularly potent in 
accounting for the concentration of visual arts and crafts cultural industries in the 
District.  This foregrounding of place concurs with Harvey et al (2012) that more 
attention should be afforded to the place dimension in seeking to account for the 
working practices of cultural industries, whilst accepting that this may depend on 
the structure and territoriality of specific cultural industry production systems.   
The notion of the milieu combining ‘hard’ and ‘soft’ factors proved particularly 
helpful for advancing understanding about the place dimension.  Hard factors 
such as the attractive countryside, the physical and attitudinal legacy from the 
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industrial mill era, good transport links, generally affordable accommodation, 
employment opportunities and an active cultural infrastructure, combined with 
soft factors in the form of an atmosphere or aura nurturing creativity, risk taking, 
tolerance and passion for symbolic and aesthetic goods.  Furthermore, the 
people aspect and increasingly ‘preferential attachment’ (Florida, 2008) 
appeared to perform a strong role in attracting and retaining individual 
practitioners and arts businesses.   
The social construction of place gave rise to some interesting tensions amongst 
some actors.  The desire on the part of one group to authenticate their work 
through its association with traditional notions of rurality was at odds with that of 
a group who sought to validate their work by associating Stroud with 
contemporary art scenes, often in urban environments.   
7.2.2.2 Relationships  
Another shortcoming apparent in the literature and addressed in this study 
concerns the relationship aspect.  A tendency to conceptualise cultural 
industries in terms of clustering (Bassett, Griffiths and Smith, 2002, Banks et al, 
2000), combined with a proclivity to focus on a particular process within the 
production system rather than relationships across the production system as a 
whole (Coe and Johns, 2004, Turok, 2003, Johns, 2010), leads towards a partial 
consideration of the role of relationships and networks.  The aspects that tend to 
suffer are consideration of the presence and role of extra-local relationships and 
networks and the interdependencies between different processes in the 
‘conception to commodity’ journey.  To address the first shortcoming, analytically 
this study considered relationships separately from spatial organisation in an 
attempt not to confine exploration to local exchanges.  Devising an analytical 
framework capable of probing both local and extra-local relationships enabled a 
more comprehensive assessment of relationships than had the exploration been 
confined to local relationships within an agglomeration, as is often the case. 
Whilst interviewees tended to refer to local relationships, in the on-line survey 
just under half (44%) of relationships identified by survey respondents were with 
people from outside the Stroud District.  When looked at according to status of 
the practitioner, the personal networks of established practitioners were more 
likely to include network members based beyond the District than those of 
aspiring practitioners.  Linked to this, findings from the Stroud case affirm the 
communities of practice (Wenger, 1998) challenge to claims that clustering is 
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the spatial mode of organisation most likely to facilitate knowledge creation 
through learning exchange (Gertler, 2003, Malmberg and Maskell, 2001).  Some 
practitioners, in particular established practitioners, placed more value in 
professional activity focussed networks based beyond the District than local 
networks.  This concurs with Wenger’s (1998) notion that communities of 
practice need not be locationally confined but rather first and foremost driven by 
a shared pursuit.   
Concurring with Coe and Johns (2004), this study demonstrates that looking at 
the totality of the production system is instrumental for capturing the dynamics of 
the system and its interdependencies.  Such a comprehensive understanding is 
a prerequisite for developing effective policy to support the sector, for in 
agreement with Pratt (2004a), it provides for a fuller appreciation of how 
interventions targeted at one part of the process may affect other elements of 
the production system.  
7.2.3 Methodology 
Although the study of relationships and networks are central features of cultural 
industries research, few studies (Giuffre, 1999, Comunian, 2006) employ formal 
social network analysis (SNA) methods in their investigations and yet this 
method offers a rigorous approach for describing, visualising and advancing 
understanding about how networks impact on individual actions.  The collection 
of SNA data in this study proved insightful regarding personal network 
composition and geographical span, and the types of social capital available to 
practitioners.  The SNA effectively complemented the more usual qualitative 
investigation of social relationship.  Engagement with the SNA literature also 
strengthened the study’s conceptual underpinning.  
7.3 Policy implications and recommendations 
The following section identifies the policy implications arising from the study and 
proposes a set of recommendations addressed to Stroud District Council to 
assist it in its wish to support the sector (further details of policy discussions with 
the Council are contained in Appendix 7).   
At the outset two related questions need addressing.  Firstly, why should the 
Council support the sector?  The arguments for public support on the grounds of 
cultural, economic, social and place making benefits have been well rehearsed 
   
Page 241 of 282 
(Pratt, 2005, Gibson and Davidson, 2004, Oakley, 2004a, Caust, 2003, Gray, 
2007).  In the Stroud case, what emerges strongly is the contribution that the 
visual arts and crafts cultural industries and related infrastructure make to the 
identity of Stroud and to place making.  Indeed, in addition to their economic 
potential, a number of the Council’s strategies overtly refer to the contribution 
they make to the local milieu66.  Whilst there is no evidence to suggest that 
actors are thinking to move from the District, there was a reoccurring sentiment 
from the empirical data that the District would lose something very special 
should that ever happen.  Brown et al make a sobering comment on this issue: 
“whilst a local authority cannot conjure up an industry out of nothing, it can let it 
disappear through failing to support it” (Brown, O'Connor and Cohen, 2000 
p.449).  Thus, support for the sector is argued on the grounds of not only 
community cultural enrichment and well-being, and economic development, but 
also to ensure the ongoing presence of the sector and so in turn its contribution 
to Stroud’s identity and its external presence.  Given the footloose and 
individualised nature of visual arts and crafts practitioners it could even be 
muted that Stroud the place, needs the sector as much, if not more than the 
sector needs Stroud.   
In a situation where the capacity of local authorities to allocate funding for non-
statutory services such as cultural services is continuing to diminish with the 
ongoing squeeze on public finances brought about by the national deficit 
reduction strategy, the second necessary questions is – other than direct 
funding, is there anything else that local authorities can do to support cultural 
industries?  Added to this national issue, are the particularities of the Stroud 
case, namely a highly independent sector with a strong record of self-initiating 
and executing projects with minimal Council involvement.  Combining these two 
factors could lead to the conclusion that there is little that the Council can, or 
indeed need do in the Stroud context.  Such a conclusion however is narrow and 
overlooks the variety of other valuable hard and soft tools at the Council’s 
disposal to support the sector, a number of which are discussed below. 
Recommendation 1 - reintroduce visits to visual arts and crafts industries in the 
District by Councillors and chief officers in order to deepen knowledge of whom                                                         
66 The developing Stroud District Local Plan recognises the significant contribution that 
the cultural sector makes to the ambience of the District and along with the Council’s 
Corporate Delivery Plan,2013-2017 both documents state a commitment to grow the 
sector in terms of employment.   
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and what activities are performed in the District, the interdependency between 
actor groups locally and beyond the District and the symbiotic relationship 
between visual arts and crafts cultural industries and Stroud the place.  
Recommendation 2 – commit to greater championing of the sector, particularly 
beyond the local stage, by the Council.  The Council might consider appointing a 
number of cultural industry ambassadors to promote and increase the visibility of 
the sector locally and beyond. 
 
Understanding the hard and soft aspects that combine to affect the local milieu 
should place the Council in a stronger position to enhance it positively.  In terms 
of hard measures, the Council should continue to pay attention to the quality of 
the public realm.  A proposal for simultaneously enhancing the public realm, 
giving greater visibility to the creativity embedded but too often out of sight in the 
District, and a strategy for demonstrating the District’s pride in the sector, is to 
encourage more public works of art in the District in public outdoor spaces, and 
public and private sector buildings.    
Recommendation 3 - Notwithstanding the Council’s limited capacity for direct 
financial support, it should commit to promoting a programme of public art works 
secured for example through the planning system and other public and private 
partners to secure works through commissions and competitions. 
 
Some of the production processes are potentially unsociable in terms of say 
noise or smell, and thus land use planning policy needs to provide for an 
ongoing supply of suitable workshop space.  One practitioner expressed 
concern that a site located close to a workshop where smell and noise were 
frequent features of the production process, had been allocated for housing.  
The allocation was interpreted as the policy makers not placing enough value on 
already established working cultural activities.   
Recommendation 4 – In developing and implementing planning policy, the 
Council should take into account the workshop and studio needs of visual arts 
and crafts industries.  It should also consider making available, on a flexible, 
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short and long term basis, vacant Council owned sites for production and 
consumption activities. 
 
The prevalence of home and solo working, whether intentional, due to financial 
imperative or a lack of a suitable alternative, can make for an isolating 
experience.  Stroud’s cultural organisations play an important role in facilitating 
networking for creative, technical and business purposes between discrete 
actors.  Furthermore, they make visible and help co-ordinate a somewhat 
disparate group, help to raise the quality of local work through celebrating and 
promoting local practitioners at home and beyond, they fuel local creativity by 
bringing the work of acclaimed practitioners to the District and they contribute to 
the tourist and visitor offer through their festivals and programmes of events.   
Recommendation 5 - the Council should do what it can to maintain a budget for 
providing financial support for local cultural organisations and it should back bids 
by local organisations to other potential funders.   
 
The dual challenges of tempting cultural intermediaries to venture away from 
their city haunts and promoting and publicising local production and 
consumption activities beyond the District, whilst perhaps more so in the realm 
of the cultural industries and the cultural organisations, can nevertheless be 
supported by the Council.  It can stoke noise and buzz about local actors and 
their activities and happenings through its tourist and visitor offer and the way it 
weaves news of the visual arts and crafts sector into the outward story it 
presents about Stroud the place.   
Recommendation 6 – Strengthen the marketing of Stroud as a cultural 
destination in tourist and visitor publicity.  Work with the visual arts and craft 
sector and tourism partners to review the tourist and visitor offer to ensure that it 
fully captures and promotes the quality, diversity and volume of activities in the 
District.  
Recommendation 7 – review approach to promoting the District’s creativity in the 
press and social media.  Whilst much of the responsibility for press coverage will 
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rest with cultural industry actors, there are occasions when the Council can seek 
to consolidate and add further weight to a sector message.  
 
The diversity of observed working practices, contingent on the particular 
discipline and the status of the actor, be they established, aspiring or hobbyist, 
suggests a complex visual arts and crafts sector.  It is important that local 
authority policy to support the sector is sensitive to such variation.  As per 
Becker’s (1982) art world notion, the Stroud case supports the conceptualisation 
of a production system with much connectivity between discrete actor groups 
involved in related processes.  Given the interdependency, the Council needs to 
be mindful of how intervention in one process may affect a related process 
elsewhere in the production system.  
Recommendation 8 – In developing policy the Council should identify the 
intended consequences of its actions, stratified according to visual art and craft 
discipline, status of the actor and the potential knock-on effect of any targeted 
support on related parts of the production system. 
 
Difficult conversations about public funding and a feeling on the part of some 
actors that the Council less than fully recognises and values the sector for its 
cultural, social, well-being, economic and place making contributions to the 
District, appear to have strained relationships between the Council and some 
actors.  The completion of this study presents a fresh impetus for the Council 
and sector actors to rejuvenate their relationship and to work together to 
mobilise the abundant creative talent, passion, social capital, and 
entrepreneurial zeal evident in the District for the benefit of both the sector and 
Stroud.  
Recommendation 9 – the Council to co-host an event aimed at reinvigorating the 
relationship between the Council and the sector with the aim of together 
agreeing an approach for supporting the sector and achieving the desired policy 
outcomes related to cultural industries contained in the Corporate Plan and 
emerging Stroud District Local Plan.  
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7.4 Critical review of research approach and methods 
7.4.1 Analytical approach  
The decision to probe how the rural context was implicated in the working 
practices through a multi-dimensional analysis focussing on spatial organisation, 
relationship and place concepts was, at times cumbersome.  The awkwardness 
arose from trying in the first instance, to analyse each of the three dimensions 
separately before addressing their interdependencies.  This was particularly so 
in relation to network and spatial organisational dimensions as there was the 
potential for much overlap, for example, when thinking about spatial proximity 
and local networking.  Separating out the space and place elements also proved 
challenging at times.  However, on reflection the decision appears valid as it did 
mean that extra-local relationships were accorded due consideration.  Where 
this approach particularly proved its value was in relation to the investigation of 
the place dimension, for this dimension turned out to be particularly illuminating, 
when considered in its own right rather than merely as a contextual aspect.  The 
conceptual approach also allowed for effective combining of sociological and 
economic geography concepts.  Concepts from sociology informed the 
organisational analysis and concepts from economic geography steered the 
investigation of the nature and extent of the rural dimension. 
7.4.2 Research methodology and methods 
Whilst a common tool for collecting network data (Marsden, 1990), collecting 
relational data through the on-line survey was always going to be challenging.  
As was evident from the pilot survey, not all participants were comfortable 
providing such data, with some finding it to be of too personal a nature.  Also, 
some respondents fed back that they found the request for relational data for 
five network members tiresome.  Others found the notion of identifying up to five 
important people somewhat difficult because either they could not stay within the 
limit or because the people they considered important were ever changing, thus 
they could not relate to the static nature of the data request.  Whilst a 
reasonable percentage of respondents completed the SNA section of the on-line 
survey (63% (70/111)), the quantum of data collected was less than anticipated 
with 56% (39/111) referring to only 1 or 2 network members.  The small network 
size may reflect the individualised nature of practice for some practitioners or it 
may be a reaction to the method of data collection.  On reflection, given the 
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personal nature of the data requested and the quantity of data sought, data 
collection via a face to face method, such as an interview or an interviewer led 
survey may have been more fruitful.   
The analysis of SNA data with dedicated software packages requires exacting 
data management handling and software expertise to exploit fully the potential of 
network data using the plethora of measuring tools available.  Visualisation of 
the data with Netdraw facilitated data analysis but further manipulation of the 
data were limited due to the amount collected.  In addition to the personal 
network data, qualitative data about relationships and networks were also 
generated through the semi-structured interviews and together these methods 
did produce a sufficient body of data to enable meaningful analysis and 
interpretation of the relational dimension. 
The empirical data gathering was undertaken during a period when a number of 
the arts organisations who were in receipt of public funding were facing the 
prospect of cuts.  This produced considerable anxiety amongst members of the 
affected associations and organisation administrators, a number of who took 
part in the research.  
7.4.3 Learning from the Stroud Case  
This final section of this critical view reflects on the suitability of the Stroud case 
and considers what learning can be transferred to subsequent study.  The 
decision to focus on a single case allowed for a deep understanding to be 
achieved, the type of context rich study that both Flyvbjerg (2004) and Stake 
(2005) recognise as valuable.  The case offers valuable insights on a number of 
levels which have value both to policy makers in the Stroud District and further 
afield and to cultural industries literature and these are discussed in turn.  
Whilst a number of interviewees and survey respondents, referred to Stroud as 
‘special’ and even on occasion ‘unique’, there are rural areas that share similar 
characteristics and thus the findings are expected to have a resonance wider 
than the confines of the District.  Stroud is typical of the type of rural area that 
places little dependency on agriculture, is attractive to entrepreneurs and 
welcoming to incomers, often former urbanites, combines a high quality natural 
environment with affordable working and living accommodation, enjoys good 
transport links to urban centres and contains at least one urban centre that acts 
as a focal point for consumption activities. 
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Notwithstanding the range of different types of rural area, the findings about the 
social construction of the rural and perceptions about the production and 
consumption practices of rurally based visual arts and crafts industries may offer 
insights that are relevant to other rurally based cultural industries sub-sectors.   
Turning to the specific industry sectors, the Stroud case provides an information 
rich study of the dynamics of visual arts to supplement work regarding the 
employment habits of visual artists (Oakley et al, 2008, Menger, 1999), 
exchange practices (Giuffre, 1999, Crane, 2009) the ‘creation to consumption’ 
journey (Becker, 1982), and the importance of place (Harvey, Hawkins and 
Thomas, 2012).  The rural dimension broadens the hitherto largely urban 
backdrop of visual arts studies.   
What cannot be assumed from this study is that the impact of the rural setting 
will be experienced in the same way by other rurally based cultural industries.  
This relates back to an earlier comment about the need to recognise that the 
economic geography of cultural industries might vary.  Nor can it be inferred that 
other types of rural settings such as, for example, a remote or a rural area prone 
to high levels of commuting would shape the workings of visual arts and crafts 
industries in a similar way.  This stems from the premise that different types of 
geographical places and space might shape the workings of cultural industries 
differently.   
7.5 Future research  
Building on the research findings, ideas that arose during the course of this 
study and addressing the study’s limitations, this penultimate section suggests 
what work might follow on from this study.   
The deficiencies in visual arts and crafts national level economic estimates and 
a scarcity of national level data identifying rurally based cultural industry activity 
creates the need for more quantitative research.  Firstly, to estimate the 
quantum of activity overlooked in the SIC and SOC derived data.  It is 
acknowledged that the challenges of performing this task are likely to be 
significant.  Not only is there the thorny issue of defining the activities to be 
measured, but the act of measuring them is also likely to be demanding.  
Secondly, building on Botterill’s (2009) and Chapain et als (2010) work, to 
overlay the Office of the National Statistics rural-urban classification data onto 
DCMS data about different cultural industries sub-sectors by region and if data 
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allows, by local authority area.  Whilst the latter estimates would continue to 
under-estimate visual arts and crafts activity, it would at least provide baseline 
data about location and types of cultural industry activity.  As previously argued 
such data, whilst patchy, are deemed better than the current lack of such data. 
This research combines two study dimensions: the rural and cultural industries.  
Future study could valuably choose either as the primary focus of subsequent 
research.  Prioritising the rural dimension, further research could take place in 
different types of rural setting and either staying with visual arts and crafts 
industries or shifting attention to other sub-sectors.  A study could focus on a 
remote place or for example, a rural place close to an urban settlement.  Such 
comparative research would strengthen understanding about the impact of 
different types of rural settings.   
Undoubtedly, there is an association between the cultural industries featured in 
this study and rural places.  Leading with the cultural industry but staying with 
the rural setting, a follow-on piece of work could focus on sub-sectors that are 
more typically associated with urban places such as film making or music 
production.  It would be interesting to test if there is a more or less natural fit 
between some types of rural settings and particular types of cultural industry.  
Such research would also continue to respond to a query running through this 
research around the extent to which the working practices are more reflective of 
the geographical setting and or determined by the cultural industry, or a mixture 
of the two factors. 
Convinced of the potential of SNA to produce valuable insights into the 
availability and exchange of social capital, untraded interdependencies, and the 
somewhat elusive identification of conventions and institutions, a subsequent 
study could employ this method.  Furthermore, whilst for good reasons, this 
study pursued a personal network approach, a future piece of work could 
employ a full network approach and for example probe the structure of 
relationships for all members of an arts organisation.  The purpose would be to 
gain deeper insights into the ways in which the relationships enabled and 
constrained working practices.   
At a Stroud level, outside the remit of this study was the consideration of the 
attitudes of the wider economic and civic community to the workings and 
presence of the cultural industries sector.  At a minimum, practitioners 
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considered that they were tolerated and indeed many considered that they and 
their work was welcomed and valued.  It would be interesting to explore the 
perceptions of the civic community in Stroud towards these sectors.  A piece of 
work could also usefully look at the extent to which creative practitioners in the 
District are engaged in creative jobs outside the cultural industries and what 
creatively trained people bring to jobs not deemed to be ‘creative’.  Such work 
would further build the picture of the wider contribution of the sector to the 
locality. 
Concluding summary  
This research moves economic geographers a step closer in understanding the 
influence of geography on the workings of cultural industries and it does so by 
empirically adding to an emergent strand of cultural industries research 
concerned with such industries in non-metropolitan settings.  Addressing a gap 
in the evidence base concerning the workings of rurally based cultural 
industries, this research adds an in-depth study of the ways in which and the 
extent to which a rural setting shapes the workings of cultural industries as 
explored through a case study of visual arts and crafts industries in Stroud, 
Gloucestershire.  The findings show that the rural setting does have implications 
for working practices, but the extent and nature of the impact is likely to vary 
according to the status of the actor within the art world and their creative 
medium.  Established artists can probably profit from the rural environment for 
creating their work whilst relying on the city environment to exchange it.  
Similarly, whilst some visual artists had to overcome negative connotations 
arising from their rural setting, the same sentiment did not extend to glass artists 
for example.  Recognition of such nuance is significant for local authorities 
seeking to support practitioners. 
That the rural setting was seen to make a difference affirms the call for more 
attention to be given to the totality of the geographic dimension and not just the 
urban aspect as is too often the case.  To continue to overlook cultural industries 
in rural areas risks perpetuating a partial understanding of the geographic 
dimension and ongoing policy imbalance.  
Methodologically, the study’s contribution lies in its use of SNA, all be it in a 
limited capacity.  This method is seldom used in cultural industries research and 
yet it has much potential for the relational, conventions aspects and social 
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capital aspects which are core issues in cultural industries research.  This study 
raises awareness of the potential of SNA for future studies.  
The study’s theoretical and conceptual contribution is rooted in its use of a multi-
dimensional conceptual and analytical framework that, in addition to the usual 
focus on clustering, also enabled the examination of extra-local relationships 
and afforded greater attention to the agency of place.  The later proved 
particularly enlightening, as place emerged as playing a more significant role in 
shaping working practices and explaining the presence of a concentration of 
visual arts and crafts industries in the Stroud case, than the spatial organisation 
and relationship dimensions.   
Finally, returning to the opening remarks of this study, the Stroud case supports 
the claims that different types of geographic spaces and places might 
accommodate and shape the workings of cultural industries differently (Rantisi, 
Leslie and Christopherson, 2006, Drake, 2003, Pratt, 2004a) and that the 
economic geographies of cultural industry sub-sectors might vary (Sunley et al, 
2008, 2008, Pratt and Jeffcutt, 2009). 
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APPENDIX 1 PILOT ON-LINE QUESTIONNAIRE    
Thank you for choosing to participate in this questionnaire about the interactions of artists and 
craftspeople in the Stroud District and the local creative scene. Your contribution will provide 
valuable insights which will further understanding of how the sector works in a rural setting and will 
assist local authority thinking about how it can best support the creative industries sector. 
The questionnaire is split into three sections:
Section 1. Your Creative Practice
Section 2. Interactions With Creative Practitioners 
Section 3. The Creative Industries Scene in the Stroud District
This questionnaire will take approximately 10 minutes to complete. All the information which you 
provide will be treated in strictest confidence. No personal details or results will be published that 
could lead to your identification. I may use quotes in my work, but you will not be named. 
If you have any queries or comments on this survey, please do not hesitate to contact Carmel 
Conefrey: tel.07979 442480, e-mail:carmel.conefrey@uwe.ac.uk, the University of the West of 
England, School of the Built and Natural Environment, Frenchay Campus, Coldharbour Lane, Bristol 
BS16 1QY. 
To start please press next. 
Welcome
The information provided in this section will be used to build a profile of artists and craftspeople in 
the Stroud District. 
Your Creative Practice
1. Name (first and last name)
 
2. E-mail address 
 
3. Work telephone no. 
 
4. Work postcode 
 
5. Where do you work? (e.g. at home, in a shared studio)
 
6. What creative activities do you practice? (e.g. sculpture, pottery, 
drawing, stained glass)
main Activity
other activity
other activity
other activity
7. Do you make a living soley from practicing your main creative activity?
8. If you answered 'no' to Q.7 please list your other sources of income. 
- please include both artistic and non artistic work e.g. you might be an 
art technician at the college and or a nurse
activity 1
activity 2
activity 3
activity 4
yes
 
nmlkj
no
 
nmlkj
9. Please list the formal and informal creative networks, collectives, co-
operatives, and other creative groupings of which you are a member. 
(e.g. Stroud Valleys Artspace, Gloucestershire Guild of Craftsmen, Artists 
in Painswick, the Craft Council) 
1.
2.
3.
4.
5.
6.
7.
8.
9.
10.
The responses you provide in this section will be used to map and explore the relationships of artists 
and craftspeople in the District. 
Please answer questions 10 - 13 in relation to your main creative activity as listed at Q6. You can list 
the same person in response to more than one question. 
Interactions With Creative Practitioners
10. Please can you list the names of creative practitioners with whom you 
discuss the creative content of your work and indicate if they are based in 
the Stroud District? 
- please give both their first and last name and list up to 10 people  
- please add an "S" after the last name if based in the Stroud District 
1.
2.
3.
4.
5.
6.
7.
8.
9.
10.
11. Please list the names of creative practitioners with whom you discuss 
technical and or production aspects of your work and indicate if they are 
based in the Stroud District?
- please give both their first and last name and list up to 10 people  
- please add an "S" after the last name if based in the Stroud District 
1.
2.
3.
4.
5.
6.
7.
8.
9.
10
12. Please can you list the names of creative people with whom you 
discuss commissioning and employment opportunities and indicate if they 
are based in the Stroud District?
- please give both their first and last name and list up to 10 people  
- please add an "S" after the last name if based in the Stroud District 
1.
2.
3.
4.
5.
6.
7.
8.
9.
10.
13. Please can you list any other creative person, not already named in 
questions 10-13, whom you consider important to you in pursuing your 
creative work. Please briefly state why the person is important and 
indicate if they are based in the Stroud District.
- please give both their first and last name and briefly why they are 
important 
- please add an "S" after the last name if based in the Stroud District 
1.
2.
3.
4.
5.
6.
7.
8.
9.
10.
This final section focuses on the district's creative scene and the needs of the creative industries 
sector. 
Creativity in the Stroud District
14. Who do you consider to be key to the Stroud District creative scene? 
- please give both the first and last name and list up to ten people 
- if their role within an organisation is important then please give details 
1.
2.
3.
4.
5.
6.
7.
8.
9.
10.
15. The Stroud District is home to a vibrant creative industries sector. 
What support does the sector need to remain vibrant? 
 
16. How can the needs identified above be met? 
 
17. Thinking about your own creative practice, what support, if any, do 
you need to continue your creative work?
 
18. At which venues and or events do you most frequently sell or exhibit 
your work?
venue / event
venue / event
venue / event
venue / event
venue / event
19. A number of localities have an on-line directory of creative industries. 
Would a directory be useful for the Stroud District?
20. The next stage of this study will involve interviews with creative 
practitioners to further explore working practices. Would you be happy to 
be interviewed? 
21. Please use the space below to add additional information relating to 
any survey question or any other comments about this survey. 
 
yes
 
nmlkj
no
 
nmlkj
undecided
 
nmlkj
yes
 
nmlkj
no
 
nmlkj
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APPENDIX 2 ON-LINE QUESTIONNAIRE    
Stroud District Creative Industries Survey
Thank you for choosing to participate in this questionnaire about the interactions of artists and 
craftspeople from the Stroud District and about the ongoing vitality of the local creative scene. Your 
contribution will provide valuable insights which will further understanding of how the sector works in 
a rural setting and will assist local authority thinking about how it can best support creative 
industries. 
The questionnaire is split into three sections:
Section 1. Your Creative Practice
Section 2. Creative Relationships
Section 3. Creativity in the Stroud District
This questionnaire should take approximately 15 minutes to complete. All the information which you 
provide will be treated in strictest confidence. No personal details or results will be published that 
could lead to your identification. I may use quotes in my work, but you will not be named. 
If you have any queries or comments on this survey, please do not hesitate to contact Carmel 
Conefrey: tel.07979 442480, e-mail:carmel.conefrey@uwe.ac.uk, the University of the West of 
England, School of the Built and Natural Environment, Frenchay Campus, Coldharbour Lane, Bristol 
BS16 1QY. 
Please complete and return the survey by Friday 18 December.
To start please press 'Next'. 
Welcome
Stroud District Creative Industries Survey
The information provided in this section will be used to build a profile of artists and craftspeople in 
the Stroud District. 
Your Creative Practice
1. Name (first and last name)
 
2. E-mail address 
 
3. Work telephone no. 
 
4. Work postcode 
 
5. Where do you work? (e.g. at home, in a shared studio)
 
6. How long have you worked in the Stroud District?
7. Why did you base yourself in the district?
 
8. What creative activities do you practice? (e.g. sculpture, pottery, 
drawing, stained glass)
main activity
other activity
other activity
other activity
9a. Do you make a living solely from practicing your main creative 
activity?
9b. If you answered 'no' above, do you aspire to earn sufficient income 
from your main creative activity to live on?
1yr or less
 
nmlkj 2 - 4yrs
 
nmlkj 5 - 9yrs
 
nmlkj 10yrs +
 
nmlkj
yes
 
nmlkj no
 
nmlkj
yes
 
nmlkj no
 
nmlkj
Stroud District Creative Industries Survey
9c. If you answered 'no' to Q.9a please list your other sources of income. 
(e.g. other work, both artistic and non artistic, public subsidy, family 
support)
source 1
source 2
source 3
10a. What is your employment status?
10b. If employed, who do you work for?
 
11. Please list the formal and informal creative networks, collectives, co-
operatives, and other creative groupings of which you are a member. 
(e.g. Stroud Valleys Artspace, Gloucestershire Guild of Craftsmen, Artists 
in Painswick, the Craft Council) 
 
12. Please use this space to add any further comments about your 
creative work and how you make a living.
 
employed
 
nmlkj self employed
 
nmlkj
Stroud District Creative Industries Survey
In this section I’d like to explore the relationships that you draw upon during the course of your 
creative work.
All information that you provide will be treated in strictest confidence. No personal details or results 
will be published that could lead to the identification of people that you list below.
13. In relation to your main creative activity, what relationships do you consider to be 
important to you in pursing your work? (space is provided for you to refer to up to 5 people, if 
this is not enough please use the space at the end of the questionnaire)
Creative Relationships
13a. Person 1 (first and last name)
 
13b. Their main creative activity 
 
13c. What is the basis of this relationship?
(e.g fellow painter, former tutor)
 
13d. Where is this person based?
(drop down menu)
 
13e. Is this person employed or self employed
13f. If employed, what organisation or business does this person work 
for?
 
13.g What do you discuss in this relationship? 
(tick all that apply)
14a. Person 2 (first and last name)
 
14b. Their main creative activity 
 
self employed
 
nmlkj employed
 
nmlkj
creative content 
and ideas
gfedc technical/production 
issues
gfedc commissions/exhibitions/sales 
opportunities
gfedc other
 
gfedc
Other (please specify)
Stroud District Creative Industries Survey
14c. What is the basis of this relationship?
(e.g fellow painter, former tutor)
 
14d. Where is this person based?
(drop down menu)
 
14e. Is this person employed or self employed
14f. If employed, what organisation or business does this person work 
for?
 
14g. What do you discuss in this relationship? 
(tick all that apply)
15a. Person 3 (first and last name)
 
15b. Their main creative activity 
 
15c. What is the basis of this relationship?
(e.g fellow painter, former tutor)
 
15d. Where is this person based?
(drop down menu)
 
15e. Is this person employed or self employed
15f. If employed, what organisation or business does this person work 
for?
 
self employed
 
nmlkj employed
 
nmlkj
creative content 
and ideas
gfedc technical/production 
issues
gfedc commissions/exhibitions/sales 
opportunities
gfedc other
 
gfedc
Other (please specify)
self employed
 
nmlkj employed
 
nmlkj
Stroud District Creative Industries Survey
15g. What do you discuss in this relationship? 
(tick all that apply)
16a. Person 4 (first and last name)
 
16b. Their main creative activity 
 
16c. What is the basis of this relationship?
(e.g fellow painter, former tutor)
 
16d. Where is this person based?
(drop down menu)
 
16e. Is this person employed or self employed
16f. If employed, what organisation or business does this person work 
for?
 
16g. What do you discuss in this relationship? 
(tick all that apply)
17a. Person 5 (first and last name)
 
17b. Their main creative activity 
 
17c. What is the basis of this relationship?
(e.g fellow painter, former tutor)
 
creative content 
and ideas
gfedc technical/production 
issues
gfedc commissions/exhibitions/sales 
opportunities
gfedc other
 
gfedc
Other (please specify)
self employed
 
nmlkj employed
 
nmlkj
creative content 
and ideas
gfedc technical/production 
issues
gfedc commissions/exhibitions/sales 
opportunities
gfedc other
 
gfedc
Other (please specify)
Stroud District Creative Industries Survey
17d. Where is this person based?
(drop down menu)
 
17e. Is this person employed or self employed
17f. If employed, what organisation or business does this person work 
for?
 
17g. What do you discuss in this relationship? 
(tick all that apply)
self employed
 
nmlkj employed
 
nmlkj
creative content 
and ideas
gfedc technical/production 
issues
gfedc commissions/exhibitions/sales 
opportunities
gfedc other
 
gfedc
Other (please specify)
Stroud District Creative Industries Survey
This final section focuses on the district's creative scene and the needs of the creative industries 
sector. 
Creativity in the Stroud District
18. Please list the people, businesses and organisations that you consider 
to be key to the Stroud District creative scene. 
1.
2.
3.
4.
5.
6.
7.
8.
9.
10.
19. The Stroud District is home to a vibrant creative industries sector. 
What support does the sector need to remain vibrant? 
 
20. How can the needs identified above be met? 
 
21. Thinking about your own creative practice, what support, if any, do 
you need to continue your creative work?
 
Stroud District Creative Industries Survey
22. Have you ever taken part in any professional development or 
mentoring programmes? 
22a. If you answered 'yes' to Q22 please can you provide details. 
 
22b. If you answered 'no' to Q22 would you be interested in accessing 
this type of skills development?
23. At which venues and or events do you most frequently sell or exhibit 
your work?
(local, national and international)
venue / event
venue / event
venue / event
venue / event
venue / event
24. A number of localities have an on-line directory of creative industries. 
Would a directory be useful for the Stroud District?
yes
 
nmlkj no
 
nmlkj
yes
 
nmlkj no
 
nmlkj
yes
 
nmlkj
no
 
nmlkj
undecided
 
nmlkj
Stroud District Creative Industries Survey
25. Please use the space below to add additional information relating to 
any survey question or any other comments about this survey. 
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APPENDIX 3 PRACTITIONER INTERVIEWS 
 
 
Details of creative practitioner interviewees 
Pseudonym Creative 
practice 
Making a 
living  
Aspiring 
to making 
a living  
Not 
seeking 
to make 
a living  
On-line 
Survey  
Time  in 
Stroud  
Provided 
network 
data  
Ron installation Yes     Yes 10 + yrs Yes 
Clare painting    Yes   Yes 10 + yrs Yes 
Liz drawing  Yes     Yes 10 + yrs Yes 
Tom painting    Yes   Yes 2- 4yrs Yes 
Jan ceramics Yes     Yes 10 + yrs Yes 
Mal sculpture Yes     Yes 2- 4yrs Yes 
Don  photography      Yes Yes 10 + yrs Yes 
Lyla textiles    Yes   Yes 5-9 yrs Yes 
Tina glass Yes     No 5-9 yrs No 
Jon glass Yes     No 5-9 yrs No 
Mary painting  Yes     Yes 
1 yr or 
less Yes 
Cas drawing    Yes   No 10 + yrs No 
Mike textiles    Yes   No 
1 yr or 
less No 
Sam painting Yes     No 10 + yrs No 
Ted glass Yes     No 10 + yrs No 
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APPENDIX 4 LIST OF FIELD ENGAGEMENT ACTIVITIES  
Festivals  
Site 2008, 2009, 2010, 2011 
Stroud International Textiles Festival 2008, 2009, 2010, 2011 
Nailsworth Festival 2008 
 
Open Studios 
Stroud Open studios 2008, 2009, 2010, 2011 
Wooton on Edge Open Studios – 2020 (?) 
 
Exhibitions 
Sculptures Gloucester Cathedral  
 
Seminars  
Artist in Residence Museum in the Park seminar 
SIT Outer Hebrides seminar (see programme) 
 
Workshops  
Gloucester creatives? 2011 
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APPENDIX 5 INTERVIEWEE CONSENT FORM 
 
   
Creative Industries in Rural Areas 
PhD Research Project 
This study seeks to explore how place, space and social networks affect the 
practices of creative industries based in rural areas and to use these insights to 
propose strategies for supporting the sector.   
As part of this research I am taking an in-depth look at visual arts and crafts 
activities in the Stroud District.  By talking with artists and makers, people 
concerned with representing and supporting the sector and those involved with 
the production, sale and exhibition of the work of artists and craftspeople I aim to 
develop a rich understanding of the sector in a rural setting.    The findings will 
be made available to Stroud District Council to assist its thinking about how best 
it can support creative industries.  A summary will also be given to all 
interviewees. 
CONSENT FORM 
Material gathered during this research will be treated as confidential and securely 
stored. The interview will be recorded and transcribed.  
I may use selected information and quotes from the interview in my thesis, and in 
publications or presentations, but you will not be named. 
Please answer each statement concerning the collection and use of the research data.  
I have read and understood the information above  Yes  No  
I have been given the opportunity to ask questions about 
the study 
Yes  No  
I have had my questions answered satisfactorily Yes  No  
I understand that I can withdraw from the study at any time 
without having to give an explanation 
Yes  No  
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Name (printed) ______________________________________________  
 
 
Signature _______________________________ Date_______________  
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APPENDIX 6 ON-LINE SURVEY DATA  
 
Data for: Figure 14: Practitioner main creative activity 
 
Data for: Visual arts and crafts activities (4.6.1) 
 
 
Data for: Making a living (4.6.2) 
 
 
Main Activity No. of Practitioners 
painting 35
scultpture 10
textiles 9
ceramics 9
photography 8
glass 8
illustration 4
printmaking 2
basket making 3
woodwork 3
jewellery 2
Other Act 9
Other poss
Full no.s 109
Response PercenResponse Count
1 109
0.725 79
0.45 49
0.22 24
109
2
8. What creative activities do you practice? (e.g. sculpture, pottery, drawing, stained glass
other activity
main activity
skipped question
Stroud District Creative Industries Survey
other activity
Answer Options
answered question
other activity
Response PercenResponse Count
0.248 27
0.752 82
109
2skipped question
Stroud District Creative Industries Survey
9a. Do you make a living solely from practicing your main creative activity?
Answer Options
yes
no
answered question
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Data for: Making a living (4.6.2) 
 
 
 
Data for Making a living (4.6.2) 
 
 
 
Data for Choosing Stroud as a base (4.6.4) 
 
 
Data for: Working environment (4.6.3) 
Codes derived from qualitative data to Q 5. 
Response PercenResponse Count
0.557 44
0.443 35
79
32skipped question
Stroud District Creative Industries Survey
9b. If you answered 'no' above, do you aspire to earn sufficient income from your main cre     
Answer Options
yes
no
answered question
Response PercenResponse Count
0.194 19
0.806 79
98
13skipped question
Stroud District Creative Industries Survey
10a. What is your employment status?
Answer Options
employed
self employed
answered question
Response PercenResponse Count
0.047 5
0.14 15
0.262 28
0.551 59
107
4
10yrs +
answered question
skipped question
Stroud District Creative Industries Survey
6. How long have you worked in the Stroud District?
Answer Options
1yr or less
2 - 4yrs
5 - 9yrs
Home  / Home 
Studio/workshop
Exclusively 
Home On location
External 
Studio
exclusive 
studio
Solo 
studio
Share 
Studio / 
Home / 
Ext Studio 
81 69 3 36 28 4 13 8
74% 63% 3% 33% 26% 4% 12% 7%
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Reason setting up in Stroud No. 
Family connections and partner's 
work  32 
existing vibrant art scene 30 
Grew up in Stroud  24 
attractive natural environment  13 
employment opportunity  10 
Affordable living and workspace  9 
Supportive community  8 
Good access to London  8 
 Joining friends 4 
Alternative to city living  4 
Access to supporting businesses  3 
 
Data for: Choosing Stroud as a base (4.6.4) 
Codes derived from qualitative data to Q 7. 
 
 
Data for: Exhibiting practices (4.6.5) 
Codes derived from qualitative data to Q 23. 
Exchange location No. practitioners %
local 71 85%
only local 49 69%
OS 41 58%
MIS 10 14%
local and county 11
non local 11 13%
london 7 8%
international 3 4%
answered question  84
Skipped question 25
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Data for Figure 19 Geographical locations of practitioners’ network 
members 
Source: relationnel on-line questionnaire Q13d – Q17d 
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Data for: Figure 21 Main creative practice of network members named by 
survey respondents 
 
 
 
 
 
 
 
 
 
 
Practices No. of Alters to   
art_administration 16
art_education 7
author 5
basket_making 4
ceramics 9
framing 2
glass 3
graphic_designer 4
installations 1
jewellery 4
other 11
PDIP 69
performing_arts 5
photography 13
retailer 2
sculpture 14
source_materials 2
textiles 15
welding 2
woodwork 2
190
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Data for Table 13 Network heterophily by creative practice 
Source: derived from relational on-line questionnaire data Q8 & Q 13b – 17b 
 
 
Table 13 Network heterophily by creative practice 
Source: derived from relational on-line questionnaire data Q8 & Q 13b – 17b 
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Data for: Figure 22 Issues discussed by practitioner and network member  
Source: On-line questionnaire Q13g – Q17g 
 
 
Data for: Social relationships and the exchange process (5.4.1)  
Source: derived from relational data - Q13b – Q17b. 
 
 
Q 13g - Q17g What do you discuss in your relationship No. Practitioners 
Creative & technical & commercial 93
Creative & technical 25
Creative & commercial 21
Creative 18
Technical 10
Commercial 8
Other 7
Technical & commercial 6
Unknown 2
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Data for: Table 14 Practitioner and network member relationship basis 
Source: derived from on-line questionnaire relational data - Q13c – Q17c. 
 
 
Data for: Social relationships and the exchange process (5.4.1) 
Source: derived from on-line questionnaire relational data - Q13c – Q17c. 
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Data for: Social relationships and the exchange process (5.4.1) 
Source: derived from on-line questionnaire relational data - Q13b – Q17b. 
 
Data for: Table 14 Practitioner and network member relationship basis 
Source: derived from on-line questionnaire relational data - Q13b – Q17b. 
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APPENDIX 7 POLICY DISCUSSIONS WITH STROUD DISTRICT 
COUNCIL  
 
During the research period, presentations (March 2010, March 2011) and written 
updates (June 2010, September 2010) were given to the Stroud Local Strategic 
Partnership (LSP), the Council related group with oversight for the study.  In 
advance of the March 2011 presentation, a meeting was held with the Chair of 
the LSP and other LSP members and Council officers to consider the emerging 
research findings and discuss the developing recommendations for the Council. 
The presentation to the March 2011 LSP contained an assessment of the 
strengths, weaknesses, opportunities and threats for the sector and a set of 
recommendations.  The presentation follows:   
Stroud Valleys Artspace 
Subscription Rooms 
Stroud’s Visual Arts and Crafts Sector  
Arts & crafts 
practitioners 
 
Arts businesses 
Arts organisations  
Supporting businesses  
Exhibition venues & retail 
Education & training 
• Significant number of high profile arts business and 
practitioners 
• Good arts organisational infrastructure 
• Arts school  
• Concentration of a range of creative activities 
• Altruistic sector  
• Hard working, enthusiastic, passionate 
• Much overlap – people wear many hats 
• Heritage – cultural and physical legacy 
• Open and welcoming to newcomers 
• Supportive wider community  
 
 
 
Sector Strengths 
• Arts organisations are struggling to survive 
• Funding issues potentially fuelling a bunker 
mentality 
• “Stroud is very good for making art but you 
don’t get the people with cheque books 
coming” 
• Lacking a co-ordinated voice? 
• Sense that under valued 
• Potential for parochialism   
Sector Weaknesses  
• More tourism – potential consumers 
• “It’s a great place to live here because it is 
undiscovered”   
• Growing reputation for a number of arts 
practices  
• The internet 
• Festival culture – visibility and feeds local 
practice 
Sector Opportunities  
• Economic climate – double whammy – market 
place and grants/public funding 
• “for an artist you know who is not based in a 
city centre you have to work three times as 
hard as an artist who is based in a city to make 
your practice have a degree of visibility” 
 
Sector Threats  
• Maximise opportunities in local press to 
recognise creative arts activities 
• Support the sector to obtain greater visibility 
and recognition at a national level 
• Review the place and prominence of the 
creative sector on the Visit the Cotswolds 
website  
• Review the role of the Tourism Forum in 
supporting the creative sector  
Action Plan   
• Explore the potential for a Stroud Creatives 
Website 
• Utilise local events/projects to promote local 
creative practitioners 
• Look for more opportunities for work to be 
displayed in local businesses  
 
Action Plan  
Stroud Valleys Artspace 
Subscription Rooms 
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